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INTRODUCTION 
The history of Indian art, since Indus valley civilization to the glorious 
Vedic spiritual culture to the secular medieval upsurge to the Victorian 
aristocracy to the post colonial revival is a treasure of enormous genetic, 
linguistic and cultural diversity of several distinctively unique civilizations. 
Indian art truly reflects the deep relationship between idea and life and 
natural observation and inner substances. Starting from the town planning of 
Indus valley civilization evident in Harappa and Mohenjodaro, to the rock-cut 
cave temples, architecture and murals of Ajanta, Badami, Ellora, Elephanta, 
Aurangabad, Mahabalipuram etc. we have enormous examples of religious and 
cultural diversity of Buddhists, Hindus and Jains. Thereafter during the 
medieval period we have strong reflection of secular, religious and social 
change in art. A scientific and naturalistic approach of colonial revolution 
challenged with the wake of the national consciousness was also seen at the 
begging of the 20* century. 
The study of these records tells us that the evolution of art in India no 
matter how divers it has been in its structure, the philosophical content is 
essentially secular, and spiritual ideas emerge from debate and speculation and 
not from immortal revelations that cannot be challenged or modified with time. 
This rich tradition of philosophy - both rational and spiritual - found its way 
later into the medieval, colonial and contemporary Indian art. 
A general perception is that religion remained the strongest influence 
upon art until the nineteenth century throughout the world. A gradual shift or 
replacement of religion with science in man's imagination occurred with the 
quest for its purer form. It was a concentration on form rather than 
representation in art. The immergence of new concept influenced as much as 
Indian Art as any other art of the world. The uniqueness about these modem 
thoughts in the modernity of Indian art is that it rereads the ancient with the 
intervention of modem, resulting in a blend of both rational and spiritual. The 
best example in this direction is the upsurge of Bengal Art School. If we want 
to understand the revivalist movement and the ideology of the progressive art 
movements of Bengal it is prerequisite to understand our roots, the roots of 
Indian Art, as the whole fundamental stmcture was constmcted on the theory 
of ancient and classical Indian art. 
Chapter - 1 : The Saga of Indian Art 
The first chapter comprises of the examination of some of the 
traditional theoretical definitions and parameters of art decided in ancient 
Indian texts. These examinations are essential, of course, for the foundational 
investigation of the revival and progressive art movements of the 20*'' century 
Bengal art in the light of the structural values of these movements which are 
said to be formulated on those traditional theories. This however will help to 
identify several issues and questions to be readied for later discussion and 
change that happened during modem and post modem era. Several questions 
regarding art, beauty and the aesthetic would be answered and understood in 
this study. The references of art practices in several Vedic, Upnishad and epic 
texts are strengthened with the theories such as - Saundrya Shasta, Shilpa 
Sashtra and theory of rasa. Ancient books like Shukra Niti, Kamasutra, Natya 
Shastra, Vishnudharmotara Piirana, Samaranganasutradhara, and 
Sukranitisara have been mentioned for various discussions on Art and 
Aesthetics. The art fundamentals as Shadanga have also been discussed. 
The history of Indian art right from the maurayan period has also been 
discussed in the second half of this chapter. The purpose of this study is to 
connect the threads one by one to formulate the essence of Bengal School of 
Art. 
Chapter-II: Traditional Art of Bengal and the later European influence 
The folk arts are perceived as the identity of the Indian culture, tradition, 
religion, rituals, festivals and house hold. Folk art is pure, simple, bold, and is 
handed down by generation to generation which shows no sign of evolution 
and influences. The Patta painting of Orissa and Kalighat, Madhubani painting 
of Bihar, provincial arts of Jammu and Kashmir, Himachal Pradesh, and 
Bengal etc. are the living examples of a continued tradition of folk art. The 
terracotta's, wooden and clay toys, puppets, pith and cane utensils, rug, metal 
objects and embroidered cloths are full of images, geometrical designs, motifs, 
vegetations and animal forms. A large number of these patterns and also 
abstract forms are drawn on the wall, floor and at the entrance door of the 
house by the women for the magical or ritual purposes and for the welfare of 
the family. Swastikas have been used largely for such positive results. Rangoli 
the art of patterning with prepared local colors are used in almost every state 
with a different name as a part of some festival. The simple colourfiil designs 
patterns and forms became the object of thematic or compositional values to 
the contemporary artists. 
This chapter deals with the basic characteristics and the techniques of 
the folk art of Bengal. The traditional art of Bengal is highly rich according to 
the critics. It is fully classical in characteristics and truly Indian in spirit. 
Bengal had been the home of naive and simple folk tradition in painting. 
Records are available of manuscript paintings from the 16'*'-17'*' C. The 
traditional art of Bengal had produced terracotta works, Alipana, Pat 
Painting,wall alipana, masks etc. 
The second part of the chapter traces the influences conceived from 
Europe at the initial level of change. These influences and some adoption of 
western technique of painting in 19'*'-20''' C. and with the growth of western 
education in the latter half of the 19''' C. British established centres of art 
institution in India in all the metropolitan cities. The courses of instruction in 
these schools were to copy the western form of art, this however, deteriorated 
the originality individuality and scope for further growth of indigenous art of 
India. The disapproval and dissatisfaction started mooting an upsurge - a need 
for a revolt. 
Chapter-Ill: Revival of 19'" Century Bengal Art 
The term revival, rebirth or renaissance is used for the 20'*' century 
Bengal Art, as a pre conception of a revival of Indian Ancient and Classical art. 
The situation was quite similar to the revival or renaissance of Italian art, as 
witnessed in India - a long dark period, after the fall of Classical Art and 
Culture. This vacuum was tried to be filled by a similar phenomena to restart 
these traditions of art and culture again. In Indian the phenomenon was 
activated in the form of the repercussion towards the Victorian art education, 
which was disseminated with some pre notions and misconceptions against 
Indian art. The term revival generally understood as a cultural revival; a 
renaissance, to bring back to life or consciousness; resuscitate, to restore the 
validity or effectiveness of or to return to validity, effectiveness, or operative 
condition. Generally the term Revivalism in art is identified with the Revival of 
Italian Renaissance the most popular and major upsurge of a classical art and 
culture. 
There have been many such revivals at different point of time and at 
different perspective throughout the world, these upsurges could be political, 
social, cultural and so on in the context of different countries etc. 
This chapter would look in the depths of the rift of the Victorian art 
inception and the upsurge of the new ethos particularly in the context of Bengal 
art movements occurred in retaliation, which helped to create a generalized 
notion of a 'national' traditional culture belonging to Indians. These traditions 
initially used as 'copying' material. Till the mid of the 20th century, the 
processes appeared to be still in force. 
The first widespread nationalist protest in India was precipitated by the 
viceroy of India. The ensuing Nehanga movement in Japan and the Swadeshi 
movement in India thrived on a mythical division between the spiritual east and 
materialist west. 
While on one side, the Irish republic movement and the Indo-Japanese 
nationalist movement jogged the society, on the other side the European 
cultural movement nurtured the whole world artistic society at the same time. 
Therefore the artist and leaders formed international networks. These Irish, 
Japanese and European movements had tremendous impact on Indian 
nationalism and revolutionary movement of art which will be studied 
thoroughly in this chapter with the emphases of some individual art reformers 
such as Ernest Binfield Havell, Sister Nivedita, Ananda Coomarswamy and 
Okakura Kakuza who gave a sharp edge to swadeshi ideology, elaborating the 
spirituality of Indian art as an antithesis of Renaissance naturalism. Their 
mission for Progress and Improvement is analyzed in this chapter. 
Chapter IV: Progressive Art Movements in Bengal 
The art movements of 20"* century Bengal, outside Bengal, generally 
known, as progressive art movements, is understood differently inside the 
Bengal artist's community. The term Progressive sometimes is abrasive in the 
artist's community in Bengal. This chapter trough light on different point of 
views such as why this term is not welcomed in the present setup of progress in 
art which was taking place at the moment. Simultaneously the study will also 
identify the much preferred term "Neo-Bengal School" and the causes of this 
preference. And the meaning and understanding of the term as well as different 
related movements of the moment which comes under the purview of the term 
"Progressive". 
Linguists classify progressive as an aspect of the verb, rather than as 
part of tense. It expresses activity in progress, and therefore often of limited 
duration, rather than merely temporal meaning. A general understanding of the 
term progressive is that which is Ahead of current trends or customs, not 
narrow or conservative in thought, expression, or conduct, proceeding in steps; 
continuing steadily by increments, while being progressive means Promoting or 
favoring progress toward better conditions or new policies, ideas, or methods. 
The trigger which integrated these issued and created a 'movement' 
gathered around E.B. Havell, Abanindranath and A.K. Coomarswamy among 
others. The beginning of the modem movement in India are tangled and 
complex, which eased it's complexities later when tracked to pioneers like the 
Tagore team- Gagendranath Tagore, Rabinranath Tagore and Abanindranath 
Tagore and then Nandalal Bose, Jamini Roy, Asit Kr. Haldar and so on. They 
gave a significant shape and direction to the art of Bengal. At this time when 
there was a feeling prevailing among artist could be identified as "identity 
crisis", they tried to gave a sense of direction to the art movement of the 
country and tried to boost up confidence in the form of Nationalism and 
traditional values. This awakening in the beginning called, 'Progressive art 
movement' in Bengal which was somehow created confusion with breaking 
with the past, as the artist of Bengal school started experimenting with new 
style and technique which was termed as a fusion of Indian western culture. 
Indian classical and traditional art at this point of time was being treated 
as an ideal in the West with a growing appreciation and interest of Eastern 
value oflife and aesthetic. Though with the interaction of the European 
influences in 1940s onwards, the artists filed with enthusiasm called 
themselves a "Progressive group" but people address them a 'Calcutta group'. 
The Marxist of Bengal used this word as a 'power' and 'achievement'. The 
term progressive was used to get a political mileage. So this group had eight 
band of artist which defines as an anti-traditional advancement in painting and 
depicting a new concept of life. In this way these movement had faced the 
amalgamate situation and problem which confused the critic of that period. 
Chapter V: The Growth and the Conflicts In between the Bengal Revival 
If we go through the historical reference regarding art development in 
India Bengal will be placed at the top of the list. Not only in Art development 
but also in education and inception of education policies and Institutions 
Bengal holds the top seat. A leader of young Bengal group, Dr. Frederick 
Corbyn and Tarachand Chakraborty founded a mechanics institution in 1839. 
This initiative is identified perhaps as the beginning of a change and growth in 
the field of art. Several Indian and non Indian intellectuals and art promoters 
took part in this direction at different point of time. 
Many institution and incidents at that time played an important role in 
history of art movement in Bengal. Government School of Art and craft and 
Jubilee Art academy was the prominent names among the other institutions. 
Jubilee Art Academy at Calcutta worked in the direction to protect British 
academic art from negligence, which was established by Ranada P. Gupta who 
retaliated against Havell's effort in introducing the concept of neo-Bengal art. 
These parallel forces gave a unique vitality to two different artistic directions 
and created the atmosphere of a conflict in the field of creativity. Therefore, 
these conflicts gave way to another movement called national movement which 
was slowly growing up in Calcutta on the ideology of "by Bengalis for 
Bengalis" lead by a group of artists. But the communication gap was again 
marked in this national art movement and the lack of unity and arguments 
diffused this revolution. 
In this chapter the initiation in the direction of art promotion, in terms of 
publications and art journals, exhibitions several gatherings, exchange 
programs policies, and in the process various hurdles and obstacles and 
conflicts of ideologies and concepts are focused for discussion. 
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chapter-I 
THE SAGA OF INDIAN ART 
Perception of art in Ancient theories 
Art refers to a diverse range of human involvement (made by humans 
instead of by nature) in creation (such as painting, sculpture, music, poetry, 
dance, and architecture) and expression (that are appealing to the senses or 
emotions of an individual), through manual skills or thought. They attract a 
large measure of attention and support. But for numerous reasons, a difficult 
word to define without starting endless argument. Many definitions have been 
proposed to divide all that is and isn't art. Attempts to define art generally aim 
at establishing a set of characteristics applicable to all fine arts as well as the 
differences that set them apart. Aestheticians had not agreed upon a definition 
of art, and a skeptical position became popular, holding that it is impossible in 
principle to define art. These concerns and debates for over two thousand years 
though have brought about a number of important answers. 
In the context of Indian Art development, it is appropriate to begin this 
study with the examination of some of those traditional theoretical definitions 
and parameters of art decided in ancient Indian texts. This examination will, of 
course, prepare the way to move on to the investigation of those traditional 
theories and will help to identify several issues and questions to be readied for 
later discussion and change that happened during modem and post modem era. 
These examinations here are constmcted rather in a relative sense about art, 
beauty and the aesthetic and the related question such as- What is beauty? 
What is aesthetic value"? And What is aesthetic experience! But the foremost 
question that arises in this quest is: Why does man make silpa (art)? Here we 
get an unequivocal answer from the Aitareya-sage that: man makes art to 
cultivate or culture h\mse\i {atmanam samskurute). 
Since the theoretical concerns of the ancients were concentrated largely 
on poetry and Sculpture both in West and in India, the further theories on art 
appreciation, focus on definite aspects of the same. It is true that we have no 
text yet before us to show that there was any systematic intellectual discipline 
or autonomous speculative thought relating to what, in Western culture is 
known as aesthetics. Some of our ancient lore (knowledge), however, explains 
that there are twenty four basic tatwas or elements which are at the root of 
creation. The Bhagwada Purana, a work of the 10* century, adds Kala as the 
twenty five dimension or elements to the entire complex. 
The Upnishada also conceived of the ultimate reality as the fullness of 
perfect enjoyment with the word Kala or Art. In the Kamasutra of Vatsyayana, 
and in other ancient books like Shukra Niti etc. Sixty four types of art or Kala 
has been described. 
One of the earliest consummate views of poetic and art criticism in India 
is that of the vadant, a Sanskrit thought. Different views on art exists in ancient 
philosophy such as that art procure personal pleasure and the sankya view that 
art is an end itself. 
From antiquities to the contemporary, Indian art has a strong link with 
saundarya shastra or aesthetics and is understood as the theory of the beautiful. 
The theory of Indian art practice is defined within the rasa theory as stated by 
Bharata in his Natya Shastra (4th Century AD). Its definition in the context of 
Indian rhetoricians is of a state of heightened awareness, of bliss, which 
transcends pleasure or Anand, declaring kinship with the spirit rather than the 
corporeal self. Over the centuries philosophers and theoreticians have 
contributed greatly to the development of Indian aesthetics. Shilpa Shastras, 
written in consonance with the requirements of the Agama or liturgical texts, 
these tomes, which comprise, (among others) the Vishnudharmotara Purana, 
Samaranganasutradhara, Sukranitisara and the Shilpa Ratna, the Shilpa 
Sastras are amongst the most significant contributors to the understanding and 
comprehension of ancient Indian aesthetic practice. 
The Aesthetic experience is described as the rasa swadana. Rasa 
literally means the quintessential essence of a work of art. A two-way process, 
the artist strives for rasa in his work and the rasika or connoisseur intuitively 
detects it. Rasa is bestowed not made. Arguably the most important term in 
Indian art theory, rasa lays claim to several definitions. In its most obvious 
sense, rasa refers to the sap, juice of plants or extract. More composite 
connotations include the non-material essence of something or the best or finest 
part of it, like perfume which comes from matter but which is not so easy to 
describe or comprehend. Rasa also denotes taste and flavour, relating to 
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consuming or handling either the physical object or taking in its non-physical 
properties that yield pleasure. 
When rasa is applied to art and aesthetic experiences, the word signifies 
a state of heightened delight or anand, the kind of bliss that can be experienced 
only by the spirit. Rasa experience is not the physical understanding of a 
creation, but the emotion, or empathy -as opposed to sympathy. The artist 
creates a situation that the viewer enters - a world of illusion, Maya, - that leads 
the viewer to a state of empathic bliss. 
Rasavadana or the tasting of the flavour is contingent upon several 
elements coming together in harmony. Bhava (the mood/emotional state), 
vibhavas (determinants), anubhavas (consequents) and the vyabhicharibhavas 
(complementary emotional states). 
Though rasa is defined as one and undivided it is one or more of the 
nine rasas through which the aesthetic experience takes place. Out of these 
nine, one sentiment or flavour dominates; a work of art propels a spectator 
toward, or becomes an occasion for, a rasa experience. 
In Indian ancient text several theories and principles of preparing the 
work of art has been defined. The principle of art defined in the Shilpasastras 
advocated details of aesthetic principals, differences of forms proportion, 
likeness, three dimensional effect through colours and light and shade, 
reflection of mood and grace, besides definitive iconography to identify the 
individual deities. The earliest Shilpasastra, Vatsya Purana would go back to 
the y^ century but by the S'^-lih century standardization of the high order was 
educated in the Brihat Samihita and Vishnu-dharmattarapurana respectively. 
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The Six limbs of painting (Shadangas) in Kama Sutra by Vatsyayana 
describes the principals or rules to be followed while preparing a painting. This 
has also been affirmed with the six limbs of the Chinese scholar Hsieh Ho. In 
the Six Limbs of Indian Art, anthropomorphic forms are given to all abstract 
ideas and beliefs, so the painting is considered to be human body with six limbs 
- 2 arms. 2 legs, a head and a torso. Thus each aspect of a perfect painting is 
seen as a limb of the human body, complete when all are present, incomplete 
when one is missing. Pandit Yashdra in his Jai Mangala describes these 
canons as: 
"Roopa Bheda Pramanani Bhava Labanya yojanam 
Sadrisya Bamikabhanga, itichitra Shadangakam".' 
In 1914 Abanindranath Tagore in his letter to E.B. Havell from Calcutta 
translated these six canons with reference to the Chinese canons. He translated 
these limbs as Roopa Bheda knowledge of appearance, Pramana correct 
perception, measure and structure, Bhava Action of feeling on forms, Lavanya 
Yojna Infusion of grace, artistic representation), Sadrashya Similitude, 
Varnika Bhang artistic manner of using the brush and colours. It was 
practically the same as the six cannons of Chinese paintings. ^ 
The two most important things in Abanindranath's canon are that they 
convey the same meaning, as the 'Rhythmic vitality' and the 'laws of Bones' of 
the Chinese. As they completely get the reference from the Sadanga in the 
chapter III of the Kamasutra by Vatsayana, was fully appreciated by the critic 
and philosophers. 
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Art Development from Ancient to Present 
The arts are an important part of human life, culture and religion. The 
earliest demands for art came mainly from religious institutions of various 
kinds, the Western religions, which have belief in the One God, differ in many 
ways from India's ancient religions. India's early Buddhists were 
predominantly atheists, the early Jains were agnostic, and within the broad 
umbrella of Hinduism, there was space for considerable philosophical variety. 
The philosophical content is essentially secular and spiritual ideas emerge from 
debate and speculation - not immortal revelations that cannot be challenged or 
modified with time. This rich tradition of philosophy - both rational and 
spiritual - found its way later into the medieval, colonial and contemporary 
Indian art. 
A general perception is that religion remained the strongest influence 
upon art until the nineteenth century throughout the world. A gradual shift or 
replacement of religion with science in man's imagination occurred with the 
quest for its purer form was a concentration on form rather than representation 
in art. The immergence of new concept influenced as much as Indian Art as 
any other art of the world. The uniqueness about the modernity in Indian art is 
that it rereads the ancient with the intervention of modem, resulting in a blend 
of both rational and spiritual. 
The evidence found, reveals that ancient Indians were great admirers of 
different art forms. They loved fine arts and indulged in dancing, sculpting and 
painting. Art practice during this period found in the oldest literary work 
Rigveda and in the sacred texts, later Vedas viz., Brahmanas, Aranyakas & 
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Upanishadas. Paintings are referred in Rigveda as the colourful works of art 
preceded by the Pre-mauryan art. 
Apart from literary evidences on the practice of paintings in the Vedic 
age. a startling discovery has been made recently in a rare old Japanese 
manuscript. This manuscript is based on the Indian tradition & has revealed a 
v.__ 
series of portraits of Vedic sages with identifying inscriptions. The portrait of 
the Vedic Rishi Vasistha, Rishi Angirasa with his wife and a portrait of 
maharishi Atreya seated with his wife has been found in the manuscript. There 
are two portraits of Vasistha, one in a sitting posture and another in a walking 
pose. This amply proves that the Vedic artists were making life-sketches of the 
sages. The tradition of Vedic paintmg has also been corroborated by two 
significant pictures painted on a manuscript of a Jaina Kalpsutra. One 
representing sunrise called Sri Suryodaya & another miniature depicting a 
mountain on fire. In Upanishads, god is described in an extremely abstract and 
metaphysical way. Therefore it is likely that Vedic people did not made images 
of gods & goddesses. Unlike the indus valley people, Vedic people (Aryans) 
did not pray before the images of the animals such as bulls, the elephants, the 
rhinoceros & birds, rather they sang the glory of the Sun (Surya), Sky 
{Varuna), Thunder (Indra), Fire (agni) and Dawn (Usha). 
There are references of painting in various legends, in one legend, 
supreme god Brahma is referred to as painter himself who made portrait of a 
king's young son when he taught king about how to bring his dead son back to 
life and finally he put life in the portrait of a king's son. Another legend goes as 
Brahma was playing with colours and made human figures which he liked so 
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much that he put life in to them. These stories of Brahma as a painter gave 
visual art great important and the joy of creation are treated at par with Ananda, 
the moment of "Supreme bliss". 
In the Ramayana and Mahabharata also references have been made to 
big painted halls, so there might have been the tradition of wall paintings in 
those times. These stories in Vedas and epics show that art of painting was in 
practice by people during first thousand years of our civilization. 
However art practice and its exact extent is still not known as there is 
no direct evidence for period between the decline of the indus vallery 
civilisation and the definite historic period starting with the Mauryas. The first 
evidence of the art practice in the form of the rock cut architecture was initiated 
by the Buddhists and this inspired Hindus and the Jains who built similar 
structures at sites like Ajanta, Badami, Ellora, Elephanta, etc. 
After some scarce references of painting during Vedic period Mural 
paintings in caves of Ajanta, Bagh and Sittanvasal are conceived as the first 
clear evidence. These cave and temple paintings testify to a love of naturalism -
both in the depiction of the human form and in the depiction of nature. But in 
Ajanta, we also see the emergence of a style that appears again and again, and 
many centuries later: the tendency to draw abstractions fi-om nature in a manner 
that is both aesthetically pleasing and very effective as decorative 
embellishment. 
According to Ananda K. Coomarswamy, There are four kinds of 
paintings- intellectual, lyrical secular and mixed, and for him the work of 
Ajanta belongs to the first. 
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Buddhism emerged about the middle of the first millennium B.C. by 
denouncing the sacrificial performances of the Vedas. Even Jainism fell into 
the same line with the deification of Mahavira, the twenty fourth Tirthankara, 
or path finder as well as his follower about the same time which was present in 
Ajanta and Ellora caves. 
These rock-cut caves monuments dating back from the second century 
BC depicts painting and sculpture are considered as masterpieces of both 
Buddhist religious art and universal pictorial art. The cave is located in the 
village Ajintha in Aurangabad. According to a national geographic edition "the 
flow between faith was such that for hundreds of years, almost all Buddhist 
temples, including the ones at Ajanta, were built under the rule and patronages 
of Hindu kings''.^ 
In 3'^ '' century BC the great Buddhist emperor Ashoka sent religious 
emissaries to Maharashtra. These Buddhist monks, perhaps taking inspirations 
from Ashoka's rock-cut Barahar caves in Bihar, began to excavate the caves 
and continued till 7* century AD. The magnificent caves are a wondrous and 
enduring tribute to the Buddha. These monuments created for Buddhist monks, 
as the Ajanta was made with hammer and chisel, other were coloured with 
paint and brush and is considered to be one of the greatest bodies of the art of 
mankind.'* The painting sculpture and the murals of the caves of Ajanta bring to 
us the great vision of art of India. 
Although the subject of importance of aesthetics, found in Ajanta range 
from sculptures to paintings, the teeming work of imagination expressed in 
these paintings are of the external beauty and the joy of sensuality. 
This art was not of individual genius, but a mastery product not only of 
imagination but also a sophisticated work of habituated mind and trained 
hands.^  It is considered as India's greatest cultural florescence, the golden age* 
after the immediately subsequent years of its disintegration. 
The style of art which was impressive sensuous, dynamic, emotive and 
even romantic which express the physical and spiritual beauty. This was an 
exciting development of classical phase. The six cannon of drawing and 
paintings were fully followed by Ajanta Artist. Mulk Raj Anand says, "The 
rules of proportion the embodiment of sentiment and charm, the preparation on 
analysis of pigments, these are the six limbs which is reflected in Ajanta 
painting or sculpture".^ 
At the same time the Ajanta compositions are large, the majority of the 
figures in the painting are less than life size. But the principle characters in 
most of the design are in heroic proportions. The female figures are flexible, 
expressive and have a calm face more like Greeks or western art than Indian. 
According to Brand Stone, "Woman is the finest achievements of their art and 
obviously its most admired things". 
In the paintings of Ajanta, the painters knowledge of perspective is 
obvious in the receding pillars and in examples such as the elliptical depiction 
of the vassels. The term used for the Ajanta painting is called 'frescoes' which 
is a technique of Mural. These murals were executed with the use of a binding 
medium of glue applied to a thin coat of dried lime wash. Below this surface 
are two layers of plaster then thick layer of mud mixed with rock grit, 
' 'The golden age is specifically associated with the great Gupta dynasty and after decline of Gupta 
dynasty in the late 5* and 6* centuries, the great Vakataka emperor Harisena brought the Golden age' 
vegetables fibres, grass and other materials were applied after that, smooth 
surface were made, from diffident simplicity to an insistent complexity, this 
was so because the painters could decorate the wall and structure of palaces of 
temples with familiar composition with such divinity and simplicity. 
r i f Michelangelo, working in the Sistine chapel ceiling with the 
medium of fresco in four years, it is hypothesize that an equivalent vakataka 
artist could have finished all of mural and ceiling painting of Ajanta in four 
decades, the area covered in the caves amount to about ten times that covered 
by Michelangelo in the Sistine chapel, so it is clear that they occupied a few 
dozen artist'* expressed by Walter M. Spink.^ ^ 
However in the art of Ajanta there is hardly any example of painting left 
to illustrate this evolution in term of style. The flexible curvature of human 
figure to inftise a greater degree of sensuality and a large variety of 
gesticulations to emphasize expansion and emotion. The painting have perfect 
balance. The colour scheme used are the six colours and their mixtures. The 
grace and the beauty of the figure are natural and in the Indian linear tradition. 
The ample blosomed women were not out stretch of the painter erotic 
imagination. According to the artist of Bengal school, Haldar wrote - "The 
body in Ajanta paintings was sham of clothes only to express a deep inner 
ideal, its physicality sublimated by the greater force of the idea".^ While the 
costumary dress of woman represented the south and Deccan style. 
The ornaments are in exclusive design and spread around the anatomy in 
a different manner. The common people, neither expert nor exclusively pious, 
enjoyed the rich colours and the magnificent jewellary. Painters themselves 
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were not only professional 'chitrakar' but also were expert royal amateurs, who 
prided themselves on their handling of a brush and quite likely must have 
discussed the arrangement of the groups of figures, the purity of the brush 
outlines, the different stances, the proper rendering of "loss and gain" and use 
of shading and high lights in the suggestion of plastic relief. 
The proverb "The eyes are the windows to the soul" is apt here in 
context of these painters who concentrated immensely on portraying the feeling 
of their subject through their eyes. 'There are five kinds of eyes to be painted, 
which are depicted in the chitrasutra-chapakanara or meditative, matsyodara -
female or lovelorn, utpalaptrabha-placed or peaceful, Padmapatratnibbha -
frightened or weeping and sankhakriti- angered are deeply painted'.'° 'Of the 
monks of Ajanta, some averted their eyes fi*om such representations, 
remembering the old prescription of "conversation picture" or the case of 
Chitragupta'. 
The direct connection between the symbolic myth and mythical symbol 
above, Buddha is invariably represented iconographically as supported by 
lotus, and other symbols the petals of the lotus depicts or compare with 
compass which shows the direction. In this way flowers supports for a natural 
religion." 
Although, Indian artist were overjoyed to discover the Ajanta paintings, 
these also reflected a marvelous tradition of painting of their forefathers, which 
had not been known before. In this way Indian art had rediscovered the roots. 
According to Coomarswamy, "Merit would accrue to the painters themselves, 
whose merit consists not in gratuitous workmanship but in honest 
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workmanship".'^ Humble painters of those days had a great vision, a vision of 
humanity and compassion, which moves and enthralls us till today. After the 
glories tradition of Ajanta Indian art had to face a long undefined breach which 
was filled with the development occurred during medieval period. Some signs 
of Rajasthani art is placed importance before the rise of Mughal miniature. 
The Mughal came to India from central Asia and. were the descendants 
of Timur. They began to -established their authority. Later British for two 
hundred and fifty years carried this legacy. It was one of the richest cultural 
dynasties of Indian history. 
The Mughal miniature painting as a signal of accumulation of various 
traits of the art school that flourished in India was the combination of Persia, 
Central Asia and European style. Mughal style developed during the 16'*'-17''' 
century known Indo-Persian art. The miniatures were generally painted to 
record the information about contemporary environment and day to day life. 
At the time of Akbar Indian style of painting adopted by artists of Indian 
origin with one or more style of contemporary Persian were synthesized which 
explains the form and style in a different maimer once called Indo-Persian 
paintings. The Persian tradition makes itself emphatically felt in aerial 
perspective, deep blue skies, flat in tone, occasionally sprayed with a flight of 
birds or stars in the simultaneitly of vision, bird-eye view hills with a river or a 
stream bird and animals shown perched trees laden with flowers, figures 
imposed on one another, bright colour, costumes, interlacing scroll work in 
designing the lavish use of gold pigment and Persian blue and crimson. 
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'Roger Frey' had to say in the context of Persian art, 'I think, a constant 
trait in Persian art ... we tend perhaps at the present time to exaggerate the 
importance of originality in an art, we admire in it the expression of an 
independent and self contained people, for getting the originality may arise 
flexibility in the artist's make up as well as from a new imaginative out look".'^  
The earliest example of the Fusion of Persian and Indian styles appears 
in the illustrated pages of the 'Ni-Amatnama' a cookery book. In 1500 century 
written at the court of the Muslims rulers of the malva.^ '* Various objects of the 
Indian scene, though represented in a Persian style which was simultaneously 
marked as a Indian influences. "The methods of shading employed was similar 
to that in Ajanta painting though European technique also begins to show with 
deep and thick shading. The three-dimensional effect and the reduction of scale 
as the eye moves towards the horizon. The distant view of cities in diagonal 
perspective and massed clumps of trees and directly derived from somewhat 
western painting".'^ For the background of this field was juncture of thoughts 
and creation of artists. Ananda Coomaraswamy on the contrary while 
recognized the Islamic religious injunction against the representation of figures 
says that "essentially traditional Hindu and medieval Christian and Islamic art 
are abstract".'^ The mind of artists and art fiinctionaries, and art philosophers of 
the west and east were growing, all through history of art has been integrated 
into the mainstream of the cultural life with myth, magic, and ritual. 
Mulk Raj Anand who found Coomaraswamy's "Introduction to Indian 
Art" the best little summary of India's artistic achievements felt that it was 
flowed by the omission of Muhammadan architecture and Mughal paintings. 
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However, the relationship of Persian and Mughal painting was profound as it 
emanated from common culture traits, which went beyond sectarian affinities 
Mughal miniature themselves a great evaluations of mixed culture and after 
that it traveled far and wide range of culture in India. The artist had to leave the 
Mughal court and seen other avenues for their support and livings. Some of the 
artist got support from the hilly areas state of the north, some of got support 
from Lucknow, Murshidabad of Bengal, Azimabad, Hyderabad and get shelter 
and develop the Mughal painting and spread the style in different provences. 
So, in this way the impact of this school was felt even as far as Bengal and 
Orissa. 
In Bengal Murshidabad district where Mughal emperor was established, 
Murshid-Kuli Khan (1700-1727) was an emperor came from Delhi with some 
artist and calligraphers, their art with calligraphy and some floral motives and 
design collected from "Quran" and after achieving a certain goal artist started 
painting daily life of the common people which was influenced by Mughal and 
western technique simultaneously. Therefore they named their work as 
'"Murshidabad Shaily". In 1769 attack of drought demoralized the artists but 
they were motivated with western influences. In this way art of Mughals was 
traveled from the beginning to the breach between art and society according to 
the time period. ^ 
In the early phases of his career as a critique Coomaraswamy was 
deeply interest in Mughal art. He wrote a book "Examples of Indian Art" 
(1910), and "Indian Drawing" chiefly Mughal (1910) indicate the importance 
of Mughal painting in Indian art. Instead of treating it as a mutant or cognate of 
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Persian art. He expressed that "the critical accent had been given on its foreign 
elements when much of it was rooted in the varied indigenous and the 
contemporary Rajput traditions".'^ 
Rajasthani painting which can be assigned a date before the end of the 
16"' century when Mughal painting was already half a century old. "Rajasthani 
painting is neither more religious nor secular than Mughal, and also neither 
more Indian nor secular, it was complex but creative and product of a 
continuous trade and cultural moment".'^  Niharranjan Ray summarized it in his 
journal "The Rajput style". It was true that Rajput painting was called of erotic 
or love theme of Krishna have been transfigured into the divine appeal to the 
human soul and another side the Mughal as secular is too arbitrary. 
Since, the time when Dr. Coomarswamy introduced Rajput painting into 
the sphere of art and history there has been a good deal of controversy about its 
relation to Mughal art. The word 'Rajput' was applied in different school of 
painting were patronized by Rajput rulers. There are two theories regarding 
Rajesthani painting, the first is that it has an independent origin and growth, 
and the second is that it owes its greatness to its contact with Mughal 
miniatures as developed in the reign of Akbar and his successors. 
Particularly miniature that is known as Rajput or Rajasthani, however 
came into being only after the l?"* C when Mughal school was flourishing. 
After the intial struggle, the earlier Mughal appointed the Rajput artist in their 
court. Then the court art of Mughal was assimilated into the predominantly folk 
art of the area and the court scene'.'' Persian to Mughal and then Rajput 
miniature and painting are co-related to each other. After a couple of centuries 
later, we again fmd this influence on the Bengal School of paintings. 
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The style and technique of Mughal period was changed from Persian to 
Rajput, the most important changes was in the realization of perspective, then 
two dimensional effect to three dimensional effect on the Mughal painting. On 
the other side the uses of Persian motifs and design of carpet are showed by the 
Rajput royalty and the chik of the door, musical instrument borrowed from 
Mughal court on/Rajput painting'. Dresses of women were less influences 
under the Mughal impact, it was mainly comprised of choli or angiva, sari and 
lahanga, dupatta was transparent and muslin. These was came to repeat again in 
Bengal art. Female figures postures, architecture and their dress resemble with 
Mughal style and then Rajasthani also. ) 
\ Colours of Rajput paintings are more vivid, they used instance colour 
like orange, red, black and colour of life and love. The difference is most 
noticeable in the facial features, shapes of nose, eyes and eyebrows and height 
of the forehead, its easy to differentiate with Mughal. Thus through the study of 
Rajput painting not only the establishment of Mughal Rajput contacts are 
proved but also the process of culture assimilation can be seen in successive 
stage which was adopted generation to generation. 
Though E.B. Havell collected Mughal painting and also gave the great 
vision to Rajput painting with the intention of guiding Indian student. In his 
book which was published at that time shows the importance of Mughal 
painting. He sought inspired from the art creations of the extinct traditions of 
southern and western Indian, those Ajanta, Rajput and Mughal art. 
Havell led the Bengali pupils to receive inspiration from the caves of 
Ajanta and to the vestiges of the ruins of the Mughal and Rajput court. The 
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paintings of this indigenous school of Bengal their unique importance in the 
fact was that they represented on art tradition of pre-Buddhist times with the 
slightest admixture of foreign elements. Persian influence Buddhist monastries 
and court of Mughal and later developments in western and southern India, 
gave it a sophisticated directions. 
According to the magazine "The Studio" published a article about "The 
indigenous painters of Bengal" by Guru Saday Dutta had discovered that "In 
the village of western Bengal, the traditional art, like Kalighat school, scroll or 
'pat' had also follow these indigenous school" [Plate 01].^° These painting are 
the miniature type and fresco type too. Their colour scheme were bright, clear 
and pure colours. The paintings of the miniature type would appear to 
represented the oldest tradition and distinguished by profile treatment 
exceptionally vigorous line drawing story telling power and a marked genius 
for rhythmic design and meticulous decorative details. Quoting lines from 
Satyendranath Datta's famous chauvinistic poem of the time, 'Amra Bangali'^', 
he even attributed the paintings of Ajanta to the painters of Bengal. 
In this way, the Neo-Bengal school pioneers also adopted this style of 
paintings. Abanindranath Tagore also came under the influence of Mughal 
paintings. His "Taj Series", one of the most profound paintings of his life. 
Especially the "The Passing Shah Jahan", most touching and sympathetic 
scenes of the paintings their "Shah Jahan Dreaming The Taj", Final moment of 
Shah Jahan conducted the most self conscious archeology of the past, they 
contained few incidental details to conjure up Mughal grandeur [Plate 02].^^ 
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Other artist like Nandalal Bose were also touches their brushes from 
Mughal to Persian pallets. In Mural of Nandalal architecture and the crowed 
common people was visible which was resemble with Mughal scenes [Plate 
03](i). Abdur Rahman Chugtai a famous artist of Bengal School, presents 
several collection of pictures, turned to Pan-Islamic, what he considered his 
heritage namely Mughal art and its precursor Persian art. His art works show a 
meticulous Islamic architectural details. He adopted colour line of Persian 
masters, particularly of Riza-i-Abbasi, whom he looked up. "Jahanara and the 
Taj" in water colour painting of his, the female figures the expression of 
dignity and aesthetic beauty of women was completely intermingled. Painting 
of "Omar Khayam" and the other paintings of him was one of the reflection of 
Mughal impact on Bengal School [Plate 03(ii)]. 
Rabindranath visited Persia for the collaboration of two culture and 
exchange their views. The art of Persia was the evidence of powerful culture. 
There is ample evidence to be found is the history of Persian art that is "heart 
of hearts Persia'. He discuss with their artist and wrote from there - 'I had 
given them the slip, floating through the unobstructed joyours air'.^^ So the 
result was visible in the neo-Bengal artist painting. 
The freely incorporated calligraphic rendering of the text with 
decorative embellishment were resemble with Persian style. Abanindranath's 
Abhisar and 'Abul-al-Hasan' [Plate 04(i), (ii)] was one of the example of that, 
only the text language in different. In this painting the female figure lightly 
reflect the Rajput style of woman. So in this way Indo-Mughal and Persian 
painting, become sources for the medieval Bengali Vishnava practical works. 
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Havel 1 brought about a massive change and after the understanding of 
developed about Ajanta, Bengal School artist converted to Ajanta style with 
Japanese water technique. It proved to be a revolution for the art in Bengal. 
Asit Kr. Haldar wrote a book on "Ajanta" (1913) after his study tours of Ajanta 
caves during 1909 and 1910 with C.J. Harringham and Nandalal Bose. Also 
published same article in 'Prabasi' and 'Bharati' magazines, about the 
Discovery of Ajanta. "* 
The student of Bombay school of art in 1870's copied the Ajanta 
painting with John Griffiths but that work did not receive much appreciation, it 
was a documentative work, only but Calcutta artists did this with their soul and 
heart. They focused over the main aesthetic concerns that had accreted around 
the issue of Indian art. More than Mughal painting. Shyama Charan Srimani in 
his book of 1871, attributed to Ajanta the 'merits' of perspective light and 
shade, and realistic anatomy drawing. Asit Kr. Haider elaborated through 
several other articles such as 'Bharat Shilpkar Antar-Prakriti' and 'Bharat-
Shilpa'.^ ^ 
Moreover, Calcutta artist adopted the female figure and the eyes which 
were the attractive part of Ajanta paintings. The Bengali artist Jamini Roy and 
Kalighat Pat painters were deeply influence in it [Plate 05 (i), (ii)]. In their 
view, the broad outgoing broad eyes represent the vision and their postures 
represent the mobility vision is more important in life and mobility was travel 
of life. Though Abanindranath's Buddha Sujata [Plate 06] and then Nandalal 
murals in Shantiniketan the floral motive in scroll in "Patta Bhavan" [Plate 07] 
and "Natir Puja" in China Bhavan was reflect the Ajanta's light.^ ^ 
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In Buddhist Padmapani, having lotus flowers in his hand. The grace 
which Buddha is standing with way he is holding the lotus the delicacy in 
painting. A decorative design and also full of charm of poetic mind. Further 
Japanese artist "Aral Kampo" imitate this painting on paper with water colour 
in Japanese style of work [Plate 08) and again it was painted by Bengal Artist 
Nandalal Bose on paper. A large image of Padmapani Budha, painted close to 
the Avolkiteshwara Buddha, this beauty comes from his controlled and 
powerful musculature and the complete aqunanimity of his face. The painting 
was praying with his brush on the walls. Bold lines and each colour stroke of 
faith. Lines are important part of Ajanta paintings, some painting were only 
made by outline with brown colours. The flexible bold line drawing of seated 
Buddha [Plate 09] was seen in Japanese artist painting and also impact on neo-
Bengal artist. Nandalal Bose also painted some Bagh cave painting on papers 
[Plate 10]. Lady Harringham's water colour reproduction "Ajanta Fresco" 
published in 1915 gave a glimse of what the painted walls looked like. She 
wrote - "The technique adopted with perhaps some few exceptions, is a bold 
red line drawing on the white plaster, sometimes nothing else is left. This 
drawing gives all the essential delicacy as may required and with knowledge 
and intention".^' 
So, the continuous and unbroken tradition represented by Bengali artist 
back to pre-Buddhist India, to survive destruction or fusion of art to the present 
day. The internal evidence furnished by the influences in the style of the 
pictures appears to confirm this views. The series of pictures in this remarkable 
time, which philosophy, folklore, passion of soul, inspiration of spirituality, 
charm of sensuous beauty and decorative design had been successfully woven 
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by a vigorous use of bold line and a colour scheme was fiill of indigenous art 
language of Bengal art. 
COMPANY SCHOOL WITH EUROPEAN PAINTERS IN CALCUTTA 
When we deal history of artistic developments, it is not always easy to 
define or separate the popular from the fine arts, still one can loosely say that 
popular art always given public taste and demand top priority. For its survival it 
creates its stereotypes but always updates those according to contemporary 
taste. Obviously it works both ways as public taste alters commercial art. 
Hence the creative fi-eedom and sense of time negotiate with each other in the 
production of this kind of art. New technology and popular demands motivated 
artists to take new challenges. The field of company painting Kalighat school, 
Dutch company painting, Battola prints painting of English artist and terracotta 
temple artwork are the marked achievements of this period. 
The Britishers came to India during Jahangir's reign (1605-1627). East 
India company was established in England around sixteenth century when 
Queen Elizabeth granted right of commerce in the east to the East Indian 
Company^ .^ During Jahangir's reign an English officer Sir Thomas Roe the 
ambassador of queen was granted permission for residing and doing business in 
the city of Surat in the year 1608. Further extended of business establishment in 
the western coast of India had a strong hand over these cities Bombay 
Ahmedabad and Golconda. In 1639 English traders built up a fort*. Another 
British establishment came into being at Hoogly. Besides this the other center 
were Bombay which was given on lease by Charles II king of England who got 
* the word is derived from factor's wliich means officials of mercantile community, the place where 
factors works called as factories at Madras and named it "Fort Saint George" 
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Bombay in dowry when he married to Portuguese Princess. The Madras land 
was taicen from local raja there Britisher's built fort St. George to serve their 
ware house. 
The East India Company had founded its trading centres in the 
seventeenth century. As a result of Mughal pressure the English factory at 
Hoogly had to be abandoned in 1684. After this in A.D. 1717 Farrukh Siyar 
permitted the British company to carry on duty free trade in Bengal in lieu of 
the medical services rendered by Dr. Hamilton. After that they flourished there 
as the result of its excellent position on the main trade route towards upper 
India but it was later attacked in 1756 by Siraj ud-daulla, the Nawab of 
Murshidabad of West Bengal. The Britishers were in a dominant position.^^ 
The company painting in Eastern and Upper India development in the 
late eighteen century at Murshidabad. Where contact with the British were 
particularly strong. Nawab Murshid Quli Khan the city in the early eighteenth 
century was the centre of the provincial government in Bengal which has been 
transfer from Daccan. The city was the centre of the Mughal administration for 
Bengal, Bihar and Orissa. 'Lord Clive' was to write that the city of 
Murshidabad is a extensive and rich as the city of London. It was an old saying 
"He who rules Bengal rules India", due to its prosperity. With this difference 
that there are individual in the first possessing infinitely greater prosperity than 
in the last city. 
For many years British had trading several goods which is situated 
excellent position on the trade route of upper India. Murshidabad was already a 
centre of Indian painting before Alivardis death in 1756. Miniature portraits of 
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ruler and eminent Indians were produced there as well as 'ragmala' sets and 
general scenes. The East India servant Richard Johnson (1753-1807) was 
posted to Calcutta and made large collection of Murshidabad paintings.^° 
However Murshidabad was the city of culture and art were company school of 
painting was developed. The artist of Murshidabad formally painted in Gouche 
marked by somewhat cold colour with lavish use of white. But now the artist 
began to change their medium and colour range they notice the british artist 
and began to paint in sepia tones hightened with touches of brighter colour. 
They also began to change their subject matter for many they largely painted 
festival scenes, market scenes etc. [Plate 1 l(i),(ii)] with the use of water colour. 
It was place where art was bond and transparent vision of changes of art from 
Indian to European art.^' 
Though these kinds of works are generally known as Company paintings 
their regional variations are far and wide. These variation are after marked by 
the history of artistic to tradition of respective region. Calcutta never had a 
tradition of court or religious painting prior to company paintings whereas 
Murshidabad had a strong court tradition behind the Murshidabad company 
painting. This along with many other factors contributed to the variety of 
company painting. 
There developed the company school of paintings "Warren Hastings 
visited Calcutta to collect some traditional "Puthichitra" with him "Sir Elijah 
Impey" also visit there and built a menagerie of animal and birds collected 
from India and further east. Mrs. Impey appointed these artist of that is "Zain 
ud-din Bhabani Das", "Ram Das" to painted the life size living models series of 
33 
animals and birds [Plate 12(i), (ii)]. It was still preserved in Oxford Asmolian 
Museum^^. Their painting reflect the Mughal periods light. Paintings are in 
Gouche and water colour which showed the Mughal Gharana's artist like Ustad 
Mansur, Zain-ud-din originally belong to Patna Kalam of Mughal School but 
he showed the painting complete british manner in 1777. Emiley Eden the 
successful writer and painter invited few painting of the Mughal periods which 
was undoubtedly mixture of European style." 
Although Britishers try to catch the Indian painting and transfers to 
European style. They began to settle in Calcutta and take few artist and their 
painting. As a result company painting began to have on a different form in 
Calcutta. A few artist developed a very special relationship with certain 
individuals or organization Calcutta the rich culture place where people 
understand the importance of 'art' and give them values. Sir Charles D'Ogly 
who had first been posted to Calcutta in 1818-21 and had some to know a 
number of artist there. The company painting arose in Calcutta and other 
places. The term "company painting" has used by art historian as a especial 
type of Indian painting which was produced for European and was heavily 
influenced by European style. The artist work in a mixed Indo-European 
style.'' .. 
The English officer in India and they could not aloof from the local 
environment on way of living. They search a new world around them which 
Look like Picturesque and Unique. The photo camera was not common at that 
time and English people returned leave to England. Wanted to perpetuate their 
experiences by painting or sketching. They captured the daily life of Indians 
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and also communicate with Britishers the architecture, trade market. Costumes 
etc. and send it to their country. 
The most famous of such picturesque voyages had been undertaken in 
the late 18"^  century by William Hodger and then Thomas Daniel!. The 
catalogue of 'Daniells work' from Victorial memorial is considered as modem 
Taj Mahal. Perhaps for British artists it was source of aesthetics from where 
they used to take inspiration, performed that the list of canvases of oil 
attributed to these two remarkable artist explores uncle and nephew run to the 
enviable number of 47 but here some doubt about the attribution in regard at 
few of them. The generous gift of the late Maharajadhiraja Vijay Chand 
Mahtab Bahadur of Burdwan in Bengal and of Mrs. George Nyell as well as 
initiative of Lord Curzon and Sir Evan Catton have inable the memorial to 
possess the largest number of Daniell Oil to art gallery. 
Indeed the remarkable of Daniell pictures apart from oil and Engraving 
was the Album in the memorable comprising 93 original sketches including 
water colour pencil drawing executed the artist Indian scenery called oriental 
scenery between 1780 and 1792 acquired by purches in 1913 [Here we see the 
map of Deniell's oil painting in the V.M. Collection]^^ [Plate 13]. The mastery 
productions of Hodger's "select views in India" (London, 1786) and the 
Daniells 'oriental Scenery (London 1795-1808) and 24 views in Hindustan 
(London, 1805) achieved the Indian's alien spaces to European norms. The 
"picturesque" packaging of India's exotic topography is acknowledged, 
reached its high point in the oil painting and produced by Daniell "An Indian 
temple" probably painted on the Banks of the Hoogly [Plate 14].^ ^ 
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In this way the series of Enghsh painter started from the year 1769 when 
Tilly Kettle came to Madras. He painted portraits of East India Company 
officials and Locals Rajas lively scenes of Indian life. His two painting "Indian 
Dancing Girl" [Plate 15] and "Sirajjudaula" are his famous work. Among the 
others Thomas Hickey, William Davis are the painter of constructive mind. 
Painted some movements and some historical events in beautiful manner. Their 
painting are still preserved in Victoria Memorial Museum of Calcutta. The last 
series of arrival of English painter was Mr. Chinnery who came in the year 
] 807 first lived in Chennai than to Calcutta. His famous painting in portraits of 
children Gradually in English painter was decreases due to East India 
Company. So the English academic style and the effect of Indian style 
associated with cultural change, had a profound effect on the East India 
Company style and turn this an attraction and creation a new style came into 
being for the future. 
Although in 18''' century to 19"* century artist of this period who were 
settled at Calcutta was divided the painting into three part. First is oil painting 
artist, that is Tilly ketel, Jofane, Devise Hickey, their works like portraits and 
'conversational' made in Calcutta^' which already discussed. 
Second is miniature painting on water colour "John Smart" (1758-95) 
Ojias Humphry (1755-57) Samuel Andreas (1791-1809) and Daina Heil (1786-
1806). Among these "Smart" mostly done their works in Madras. "Humphery 
in Bangladesh and Lucknow. But Mr. Chinnery occupy the major role in this 
work upto fifteen years"'* [Plate 16(i),(ii),(iii)]. 
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Then third is water colour painting which was the most significant and 
permanent work of Bengal. The artist of these group painted "picturesque" 
scenery and the daily work of the society people beautiful realistic works. But 
after few years people engraving and lithograph these painting and also make 
some album for commercial use. Artist of this section was William Hodger and 
"Denieir which had already discuss. 
Company School not even in Bengal in spread all over India this style 
was spread in the whole India as like as the British ruled. Unfortunately Indian 
artist casted off the brilliant hues of Indian miniature painting which were very 
common during Mughals specially Akbar and Jahangir. All the translated 
books of Hinduism e.g. Mahabharata, were having miniature painting cover. 
They modified their colour range selected from many English colour like blues 
green and sepia wash. It's combine factor of European perspective and light 
shade artist are more focused towards patrons or audience, repetition which is a 
prime features of any form of popular art is also very much there in company 
paintings works are different from the general scheme and technique, pictures 
gave a fresh and lively vision of contemporary social environment.^ ^ British 
painters, who carried at Calcutta in later decades of 18'** century brought with 
them this academic classicism derived from the renaissance art which reflecting 
life and nature of reality on large canvas. 
Though we find three Indian artist who received the attention of the 
influential patrons. Among the artist such Muhammamd Amin of Karaya (Park 
circus Kol) became the popular because this image of painting of that quality of 
picturesque today this painting House and Garden in water colour was 
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compared with company school. In this way Saiich Zainuddin most out standing 
natural painter and his painting "The mountain rat" [Plate 17] which reveling 
the Mughal training of the painter, then the third Sita Ram painter of 19'*' 
century was a highest Bengali, used brushes as a European technique, his 230 
large water colour painting are mostly locked away in Scotland. 
In 1831 and 1832 the "Brush club" are associated formed by the city 
European and Indian art connoisseurs organized two successive annual 
exhibition of painting in the Town Hall hanging works of renowned western 
painters including Cararaggio and Canaletto of Italy. Rambrandt of Holland 
and Reyn olds Turner, Zoffany of England.'*' These paintings were mostly 
borrowed from the collection of the art lovers of the city and among them the 
renaissance of Bengal as Henry Derozia and Dwarkanath Tagore. Among other 
collection were Srinath Mullick, Gopmohan Tagore and Maharaja of Bengal. 
After that it reach to the market city and entry into the middle class 
Household.'*^ Then after the introduction of photography in 1840, the company 
style almost dead. However, Early 19'*' century master of modem era, Raja 
Ravi Verma gave a new direction of painting with combination of India and 
European art style [Plate 18]. In their painting company style was still alive and 
retrospect the European artist work "Modem Review" a magazine of that time 
described the profile of this talent Emest Binfield. Havell express "It is difficult 
to understand whether the popularity of his works.,.. Is to be attributed more to 
the common realistic trickery which he has borrowed form European painters 
on to his choice of Indian subject.'*^ 
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CAapter-II 
TRADITIONAL ART OF BENGAL AND THE 
LATER EUROPEAN INFLUENCE 
Calcutta, on the eastern bank of the river Hoogly, grew from the 
conglomeration of villages to a major part of English empire and the capital 
city of the British India, it became the epicenter of this cultural flowering. The 
harbour city itself was vibrant place for new literature, poetry, music, dance 
art and also a nursery for good leaders. They captured the whole cultural 
world in India from the beginning. 
The traditional art of Bengal depicts the simplicity, naturality, 
flexibility and decorativeness alongwith western influences. It had its 
independent kingdom and its people who had a mixed style. The art of Bengal 
reflects the folk style on painting. Folk art represents a deep mine for studying 
the origin of the place as it is transmitted through the ages resembling the 
heritage of ancient art. Traditional art culture, traditions of Bengal had 
produced. 'Pat' painting, terracotta works, hut designing, 'Alpana' pottery 
painting, mask, 'Kalighatpat', etc. 
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Artists were drawn to folk art not from a desire to identify with the 
ethos of the people who created it, but from the growing awareness of the 
beauty and characteristics vitaUty of the basic design elements in the 
innumerable variety of folk forms. The tradition in folk art reflects the 
continuous play of line and colour which is native and close to Indian people. 
This unity and continuity reflect the inwardness of the spiritual approach of 
artists in their works like Ajanta paintings is one of the example of primitive 
folk or medieval art, but not an attempt to fix a parallel to nature.' 
The beginning and development of academic naturalism in the art of 
Bengal was the outcome of British colonial impact and hegemony. Naturalism 
took a long time to be perfectly filtered to our art and culture^ In this way 
traditional art of Bengal in naturalistic execution reveal in different style, the 
decorative fluidity and idealistic ethos of some of the traditional and classical 
trends. 
PAT PAINTING 
In Bengal there had been two distinct types of art. One of these was the 
"Familiar Art" of Bengalis and the other, the "Occasional Art" of the festival 
rituals which was sophisticated in form. The difference between the two is 
quite clear. First one was hardly enthusiastic for polish work, while the other 
one was consciously sophisticated, even aristocratic. 
During the early days of the growth of the Calcutta, as a city, a group 
of village craftsmen came to settle at Kalighat and began practicing their art. 
Certain changes in their traditional work were, however, inevitable because of 
their contact with urban life. It strictly had to be 'Patua' the basic of this style 
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was unchanged but the city life had entered into the theme i.e. composite art 
form. 
The Patua-work had been prevalent in Bengal long before the 
Englishmen came to India and in Calcutta. The fundamental of this art had 
discovered its form as well as its content. They seem to have touched the 
elemental truth in the world of art. The Patuas of today hardly remember the 
real meaning of the folk art of Bengal because of mechanical repetition 
carried on by the village craftsmen.^  
The Patta art was not a phase of the art history of Bengal alone, it 
assertains to the history of art, as the pre-history art resemble with Patua-art. 
In other countries, however, the subsequent art efforts took a different course 
and the ancient tradition was eventually lost. But the element of art was to be 
found in the primitive art of any country and also in the Patua art of Bengal. 
Patua art expresses [See Plate 01], certainly not a meticulous copy of nature. 
A tree painted by the Patua is unmistakable a tree, but you can hardly explain 
the actual tree of your experience. The Patuas of Bengal could draw their 
emotional nourishment from a coherent myth or belief system, they were also 
acquainted with the sophisticated art form of the country.'* 
Although, Bengal had been the home of naive and simple folk tradition 
in paintings but the early evidence of this tradition are extremely scarce, 
because of the fragile nature of the material on which they did their art. 
Records of this mode are available in manuscript paintings from the 16''*-17''' 
* From ancient times till modem the artist in general and creative people in particular took inspiration 
from myths found in their country. Eg. Rajasthani paintings where pictures were drawn from folk lore 
and myths of Lord Krishna, Radha and from other religious books or stories. 
44 
centuries. Broad and curving linear rhythm with a surprising capacity for 
rendering volumes, masses and defining the outline, which characterized the 
tradition, connects it with the classical Indian style, as evident in the cave 
painting of Ajanta and as well as manuscript illustration. The folk tradition 
differs from the classical in the simplicity and broadness of its composition. 
Rural Patuas was largely in vogue throughout the Bengal. It changed the 
distinctive style and called 'Patas'. Ajit Ghose is supposed to be the first 
person to recognize the excellence of this tradition. 
The 'Pat' paintings were classified into several categories such as -
Pat 
Square Pat Scroll Pat 
Kalighat Pat 
~1 
Tribal Pat Musical or vocal 'Pat' 
In 'square pat' 'Kalighat pat' was most attractive painting among the 
other. It inclined to identify the 'Pat' painting. Foreign critics have collected 
the popular art of Bengal mainly fi-om 'Kalighat'.^ On the other side 'scroll 
pat' was one of the noteable idea of painting [Plate 20]. The height of the 
scroll pat was as long as 12 feet to 30/35 feet. It represent the mass 
educational messages and convey the truth of life^ and also choose the subject 
matter from the Hindu epics. Sometimes it convey their messages with songs 
^ Perhaps Every painting either from orient or Occident had a purpose. The artist want to convey some 
message to his audience this can be direct or indirect. One is great if he or she depicting the truth of 
life in art form. 
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as one of the part of 'scroll pat', it was more interesting then the "pictorial 
art'^ , although this Audio-visual pat especially present the story of any hindu 
myth with complete compositional pictures. This is what the Patuas had to 
say - we may now turn to consider the language in which it was expressed. 
The way in which they spoke of their belief system was magnificently 
colloquial. It was a simple and direct language without any effort. At the same 
time the images were also reflected the colloquial language and routine life.^  
The colour scheme used to be vibrant and natural colours were used. 
Colours were made with natural materials, which were available in villages 
like blue dust powder, sindur for red, raw turmeric for yellow, for black they 
used the black 'ashes' from the burned utensils, for green they used leaves of 
neem tree with turmeric powder, they also used some herbs, flowers, seeds, 
egg yolk etc. for preparing the different types of colour and used it with water 
and one type of natural 'gum' extracted from branch of the trees.^  Although, 
according to Jamini Roy 'Patua' paintings were one of the sophisticated 
primitive works. An analysis of the Patua art reveals why in both these 
aspects, it can claim to be not only an inevitable phase in the history of art but 
precisely that phase of it which is indicative of its basic truth.'^ 
'Alpana' 
Folk painting of Bengal were not the work of professional artisans, but 
rather it was carried out by woman in their own homes. The later works 
consisted to the wall paintings and floor painting or designing executed on the 
occasion. 
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Alpana also known as 'Alipana' is another form of widespread popular 
art. which is a temporary picture drawn by women on the ground or floor for a 
special occasion, a wedding or other religious ceremony. A solution of rice 
powder diluted in water is applied to the ground with a piece of cloth. The 
picture is drawn either with the white rice solution, or is coloured by adding 
powder made out of ground leaves and flowers. Mostly they used their middle 
finger to drew the picture on the floor. 
Among the several types of 'Alpana' is one of quardrangular shape, 
forming a spirals, circulous and heart shaped leaves. Four comers are 
terminated generally by a symbolic representation of the footstep of the 
Goddess Lakshmi. Ajit Commarswamy Mukherjee divide it in different form 
"The Circular Alipana", "Chain Alipana" and then 'Ceremonies Alipana" in 
this often with dancing illustrates epic stories, folklore, or scene of everyday 
life." 
All these symbolic motifs, occur in the rich stock of Bengali floor 
design. Rabindranath Tagore is known to be responsible for collecting and 
publicizing this form of folk art. Alpana art had been interpreted by 
Rabindranath Tagore as had been used for the religious household myths by 
Bengali women in his "Brata Katha".'^ The aesthetic appreciation much 
needed for these form of art received its due attention by such interpretation. 
However, "Alpana" is not an art of any specific time period, it's a 
purely traditional art of bengal. Its designs spreads in its own evolutionary 
process. Women of bengal drew it in their home with their belief that 
'Blessing of God' will come to them and they will get ride of evil". They also 
sing this song while performing their rituals : 
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"Chaya Mandop Kori pate Ghatasan" 
Pancha bamo guri dia bichitra Alipan.'^  
Which means ... after setting puja pandal, the holy Mangal Katas are to be 
palced on the ground and recite this 'Pancha Guri' sloke means over the shade 
of evils this five colours [black, white, green, yellow, red] 'panchbarna' cover 
W and made a decorative Alpana which suppressed the evils shade. 
Another 'Alpana' is 'Dewal Alpana' also called 'wall painting' or 'hut 
designing', it falls under the famous Bengali traditional art specially potrays 
the Bengali village art. 
It is an integral part of all festivals in Bengal and also is the simplest 
and oldest traditional form of art which is still being carried forward by the 
Bengali people in their festivals. It is mostly done on walls. They design their 
hut as like as a 'Alpana' style with natural colour in special occasion, like 
birth of a new baby, wedding ceremony, festivals etc. It is not necessarily 
drawn only on occasion but often it is drawn for the purpose of beauty.''* Hut 
designing is not only restricted in Hindus but it is equally popular with 
muslims also. And its mostly seen in many villages like North Dinagpur and 
Murshdiabad villages. Muslims do this hut designing on walls door, windows, 
celling etc. with floral motives, leaves, creepers and some decorative design. 
Even tribal people also decorate their houses but in different ways. 
Before doing the design they prepare the surface by applying cow-dung for 
texture on the wall then they draw over it next day again they apply white 
colour base on the wall after it gets dried up, they put the natural colour over 
the design.'^  Though hut design or floor design being considered as a sacred 
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thing and Its done specially to disrupt the evil and maintain the peace and 
harmony by the grace of God. In this way ' Alipana' was preserved by artist, 
sometimes alpana artists believes - "The geographical motives, traditional art 
transfer the religious ethos"'^ [Plate 21]. 
Kalighat Pat Painting 
Bengal gave rise to a new and very interesting phenomenon in the 
Patuas were also compelled to adopt to urban requirements. History said that 
"Pat" is a special kind of painting which was certainly not a meticulous copy 
of nature, it certainly conveys the essence.'^  Thereof, for expression of 
emotion aroused by the universal essence of the nature around it. 
From the end of 18"^  C to the closing years of 19* C a powerful style of 
painting, center of Kalighat temple, flourished in Calcutta. The best known 
records of the Bengali folk trend in paintings are supplied by what are known 
as 'Pata's of 'Kalighat'.Kalighat has a special sanctity for the Hindus as one 
of the fifty one sacred 'Pithas' associated with the worship of the Goddess 
Shakti.'* With the growth of Calcutta as the premier city in India, the sacred 
'tirtha' standing in its neighbourhood rase also in importance and pilgrims 
came to visit the shrine in increasing numbers. As in all 'tirthas' they created 
a brisk market and a number of rural Patuas from western and southern bengal 
people settle in Kalighat temple, they made some pictures to earn money for 
their livelihood which were known as 'patuas' [Plate 22]. 
The popularity of Kalighat painting was visualized the early 19"* C, 
they gave the position as a main "art form of the native" of colonial Calcutta. 
Along with the prosperity of city, ensured by the commercial activities of the 
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East India Company and their Indian associates, the mother goddess Kali and 
Kalighat, also spread, and the number of devotees rapidly offering her. W.G. 
Archer's emphasis on western influences in Kalighat painting, but indepth 
research shows that it has a traditional identity, marked with linearity and 
bold style of form involving in folk tradition and scroll painting. The 
brightness and opaque colour of this traditional folk art are executed with the 
medium of water colour, shading less rhythm of lines are used to achieve the 
desired results.'^ Modelling is seen even in Ajanta and survives in folk art as 
lines, it became a red lines running alongside the black. The brush strokes are 
bold and strong rhythemic sense.'^ ' B.N. Mukherjee also identify the Archer is 
classification of western stylistic element of Kalighat painting to some earlier 
pre-Britishers paintings in Bengal [Plate 23(i)-(ii)]. 
If we compare the folk painting of 'Pat' to 'Kalighat Pat' undoubtedly 
we witness a major departure as the migrated village Patuas have firmly 
adopted their changed urban environment but the traditional contents are also 
assimilated in their paintings. Initially they represented Hindu Gods and 
Goddess and some Bengali novel stories. The subject matters mostly confined 
to the actual cult of 'Kali' [Plate 24]. It led for instance, to the use of paper 
vis-a-vis cloth, uses of water colour in the place of Gouche and tempra and 
shift to scroll painting to single frame image against blank backdrops.^" After 
impact of western influences the medium can changed from water to oil 
colours. 
It's fortunate that the great discovery of the Kalighat pats as a vibrant 
and original folk art form of colonial Calcutta has been registered by the elite 
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collectors. A very few name of Kalighat patuas artists are known today like 
Nibaran Chandra Ghosh (1835-1930), Kali Charan Ghosh (1884-1930) and 
Kanai Lai Ghosh (b. 1907). The drawings of Ajit Ghosh was the first to be 
recognized as patua artist became the epitome of this tradition. Some sketches 
of Kaliparanna Sinha's literary work "Hutum Pyachar Naksha" was also one 
of the important pat painting examples. In this way the "Babu" figures of 
Kalighat painting are very much akin to their counterparts shaped by the clay 
dall makers of Jainagar in South 24 Pargana of Calcutta [Plate 25].^' 
However, the impact of Kalighat painting on the contemporary art of 
Calcutta was formidable. In various mediums, including hand tinted, wood 
print, lithograph, glass painting, and idealized woman figures of the style 
were represented throughout the 19^*^  cP' When Abanindranath Tagore was 
searching for a national idiom of art to lay the foimdation of his Neo-Bengal 
School in the last decades of the century, he did not take into consideration 
the Pata-painting of Kalighat, the Kalighat painters failed to stand against an 
unequal competition of the European prints, nobody came forward for their 
defence. 
Although, Neo-Bengal School artist also showed their interest in these 
paintings, Sunaini Devi, developed a gentle art of curves pattern of Pat 
painting, these all are extreme stylized adapted fi-om Jamini Roy. His work 
was somewhat fine quality of 'Kalighat Pat'. He adopted the Patua mode of 
painting and often used the same figuration and composition for several 
paintings. This typical patua fi-om rural Bengal treated this composition and 
repetitions was considered very normal.^ ^ But in some cases he denied this, he 
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express that his painting was the earlier phase of folk style. The Kalighat 
painters and critical observation express that, the 'Jamini Roys' work are 
inspired with folk toys.^^ 
Nandalal Bose one of the neo-Bengal artist tried his hand at creating 
Pat painting in manner of Kalighat. He also visited some of places of painting 
and met Nibaran Ghosh, and admired the sureness of line in his drawing. He 
expressed, "let me also do some folk art in the village milieu. I will in the 
countryside, sell by the roadside and earn my living". He started painting on 
rough paper, themes such as "snake and mongoose or illustration of folk 
style....^^ 
Nandalal in his painting of Haripur panels used almost the same 
opaque colour and lines which are much free and powerful. These examples 
makes it clear that the contemporary art also inclined towards the traditional 
art of Bengal. 'Kali Ghat pat' more or less periphery, had become the most 
flourishing style of 'Bazaar' art. It impressed the company and the Neo-
Bengal artists simultaneously. 
Wash Painting 
In Japan the 'wash' technique as it developed in the painting, revolved 
around a naturalistic and atmospheric blend of colours, in which the contours 
of forms, blurred and hazy, would waft to the surface in delicate lines'.^^ The 
wave of idealism and aestheticism also emerged around this new school of 
Japanese painting. Okakura highlights this idealistic way of painting to the 
painters of Japan, which simultaneously impacted on the Bengal Artists 
especially on Abanindranath's Tagore. This new 'wash technique' was 
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introduced in India to break off the monotony of oil painting, with the 
trademark of the 'Abanindranath style' of Indian painting. In 1902, Japanese 
artists came close to Tagore and exchanged their techniques and ideas. 
Abanindranath remembered how Taikan introduced him with the 
technique of Japanese brush drawing, showing him the way of controlling the 
thickness and flow of lines through a slow steady movement of the brush. 
After the primary drawing, layers of colour wash would be applied, each 
coating followed by a dip of the paper in water and drying to allow the tones 
to become darker and deeper. At the end, the form would be touched up with 
fine lines and modelled out through a few highlights. But the mood and 
emotion of painting were conveyed through the very inspecificity of form and 
colour.^ ^ 
Though Abanindranath's initial interest was in wash painting but he 
continuously to changed his style. The first of these was his invention and is 
generally called 'The wash', it is important to remember that traditional 
painting in India is in tempra, with the arrival of the British in India interested 
in water colour developed rapidly. It attracted the whole neo-Bengal artists 
and influenced their art with this new style. In Rabindranath's autobiography 
(Jeevan Smiriti) clearly bear out the influence of Japanese brush and ink 
techniques. 
The effect of the wash gives a certain hazy atmosphere in the 
composition which subsequently contributed to a sense of space to the 
pictures. The finishing is done either with opaque or transparent colour. 
Generally quality of picture is flat, though plasticity reinforced by the wash. 
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The colours of the composition enhanced and carried out a major primarily 
colour harmony. Abanindranath's one of the wash painting "Sita incaptivity 
in Lanka" focuses on a unique profile, then "The Banished Yaksha" of 
Kalidasa Meghduta and other wash painting was effect of deep colour wash 
marked the miniature painting with water [Plate 26].'^ ^ In this way Nandalal 
Bose the versatile personality also experimented in a variety of techniques, 
some completely in terms of the brush, inspired by Far Eastern sources. 
BAT TALA PRINTING AND ENGRAVING 
The 'Bat Tala' wood and metal engraving development during 1860s 
and 1870, is another trend of folk urban style featuring special characteristic 
in graphic print media. These prints, though in some cases convey a sense of 
mass and volume, are mostly flat, decorative, two dimensional in execution, 
not akin to any naturalistic form. It is the most prominent 'artisan' community 
in Calcutta's art market it's a flourishing thing of "Bazaar" art.^ ^ The 
company painter encourage this community these wood and metal engravers 
also worked under the European print makers of British printing presses in 
Bengal. 
Wood cut printing was centered around the Bengali printing and 
publishing at Bat-Tala. Initially traditional artist groups were ironsmiths, 
coppersmiths, gold and silversmiths, finding employment in British printing 
press in Serampore and Calcutta, had adapted the meanfiil type faces and 
engraved blocks during 1820s and 1830s they made a separate community 
working primarily with wood engraved block with small sized pictures as per 
requirement of Bengali books of Bat-Tala. Places where the hub of Bengali 
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printing and publishing presses mushrooming were Shobha bazar, Dorjitola. 
Aniritola, Bagbazar, Kumartuli etc.^ ° 
These Bat tala prints remained flat, decorative two dimensional 
pictures, in massed tones of black and white. The figures like rural pats were 
non naturalistic with a heavy black curvilinear lines, various size motifs of 
people and objects flowing around the space, background and costumus were 
decorative. In themes, the Bat tala painters prints replicated the Kalighat 
images, repeating the same stock "babu". 
Printing in Bat tala in 19'*' century belonged essential to a world of 
small Bangali presses and not westernized pictures. In commercial field Bat 
tala prints became a important painter to future, company or Kalighat 
painting. They became significant to the changes of social position and 
commercial aspects. 
These engravings of religious pictures continue with dimensional, 
linear and stylized composition. Ramadhan Swamakar working on a portrait 
must have drawn the engraver towards different patrons of that time^ ,^ but the 
Bat tala engravers were not given the status of "artists" in contemporary art 
stream. In this way 1870's Kalighat patuas and Bat tala engravers were locked 
in close competition in market. But it gradually declined in 1880's to produce 
hand coloured lithography and oleogrpahy in Calcutta [Plate 27(i), (ii)].. 
Establishment of the School of Art and Impact of Western Art 
Later, from the second quarter of nineteenth century, Indian artist 
received some training in western techniques and styles for works under the 
company's commissions. At that time indigenous traditions had reached 
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practically the lowest ebb. and the artists in their moribmf^t'^^lf^T^d already 
lost the instinct and capability required for a better understanding and 
assimilation of an alien trends. Little could they imbibe of the new techniques 
and modes, much less their feeling and spirit. The result was the emergence of 
some new style commonly called Anglo-Indian or Indo-British. Frederick 
Corbyn established the first art school on 26* February, 1839 in Calcutta. Its 
aim was to reform the natives. He want to develop a 'scientific study of art'.^^ 
Its primary objective was 'to develop inventiveness and originality. The 
school started with about ninety five students with contributions form the 
wealthy section. 
After the Governmental takeover which was formalised in 1854. The 
institution of Calcutta School of Art was established like its sister bodies in 
Madras (1854) and Bombay (1857) progress. Henry Locke sent to Calcutta to 
change school to an 'art academy', where high art would be promoted, then 
after few years security the position of western art in city modified the 
Government school of art and craft.^ '* The subject of study included drawing 
and painting, besides similar courses of modeling, design, lithography, wood 
graving and photography were also introduced. The change of cultural pattern 
were apparent with the changes in the economic structure of Indian society. 
With the contact of western traders cultural change was also developed in the 
form of western styles in art. 
Similarly the Bombay school also started a school of Art and industry, 
later named Sri J.J. School of Art.^ ^ The school of Madras was a production 
centre in its early stages. Thus they paved way for fiiture generation. 
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Later the school of Lahore (1875) now in Pakistan and Lucknow. Few 
students of these schools were appointed there for their courage step. These 
teachers are mostly interested in English pattern of art. They developed the 
principal of certain and execution of realistic or decorative art, including the 
technique of oil painting. 
The style which was followed in these schools of art was that of the 
British Royal Academy of Art with emphasis on perspective and human 
anatomy.^'' The artist of late nineteenth and early twentieth century, studied 
excellent authentic models and idoms with oil painting. The result was often a 
pleasing combination of the western and Indian classical styles. 
In Jaya Appaswamy's view most of these paintings belonged to the 
initial contacts of British rule. This was a period when the completely 
westernized taste for pictures and interior decor of the 19'*' century and the 
traditional elite were prefered of religious pictures.^* However, the test of the 
Indian religious pictures were combined with the western academic style, 
specially when casted within the mould of photo-realism. 
Then the tendencies towards the westernization and the assimilation of 
new pictorial conventions spread over as like as a "Bazar' trade. The kinds of 
religious and mythological oil painting described as a transitions of a 
traditional art market. The artist who produced Kalighat painting or Bat-tala 
prints, as compare with oil painting, were receiving limited orders but were in 
demand. But the fact was that the impressive art exhibitions and the 
paramount gallery attracted the general public towards fine arts, and their love 
for western painting increased dramatically. 
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The exhibitions of such Fine Art works continued to be organized in 
Calcutta over the 1800's and 1890's repeated the same range of oil portraits, 
water colour landscapes of India, ethnic figure studies from life and copies of 
European old masters. They brought to light a growing bangali western style 
artists, who emerged from the Govt, school of Arts and again revealed the 
beginning of 'Calcutta school society'. This society held its exhibition in 
1890.^ ^ 
Beyond a limited scope of painting portrait, paintings were done for 
keeping records the artists also used to paint for the private collection only. 
On the other hand limited function as portrait painters and copyists, Bengali 
artist remained largely excluded from favours of their patrons because they 
were competence of western academic style of painting in the art school and 
in exhibition not for the private collections [Plate 28].'**' 
However, in the paintings of 1870's, heavy shading strong brushstrock, 
and dark mistry landscape appeared in many of the compositions when artists 
like Ravi Verma and other art school product of Bombay and Calcutta 
adopted the western style to the visualization of Hindu mythology to acquired 
the status of art. When Raja Ravi Verma and Bamapada Banerjee began to 
oleographs of their paintings, print pictures and it cover a wider market. 
In 19'*' and early 20"* century, in Bengal the grovv^ h of western art 
education was in varied manner. The world of art grew commercialized and 
reformation occurred generating a demand to the new kind of pictures. It was 
to the later sphere of tastes and demands that new spirit of artist began to 
reform their new skills. The courses of instruction in western art schools were 
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towards copying the western form of art, and these methods left very little 
scope for originality or individuality. 
Artist was not identified with his work, as well works were more or 
less similar in their technique and style. This method lacked character and 
proved to be ineffective. Bengal as the centre of an artistic upsurge had to 
undergo with huge changed condition. When art studios were in high 
demands, the litho-press, numerous pictures of God and Goddess were greatly 
successful specially between common masses [Plate 29(i), (ii)]."*^ 
Annoda Prasad's significant enterprise, the publication of first Bengali 
art journal, "Shilpa Pushpanjali" (1885-86) was celebrated with ail the artists 
who were involved in this association'*''. In 1905, in Jorasako house Tagore 
family was wake up the Bengali nationalist incidentally was the secretary of 
Abanindra Nath Tagore. After that he joint the post of Vice-Principal of the 
Govt. Art school and tried to induce a new spirit among artists to make a new 
creative style. These were the apparent signs of the beginning of the modem 
art trends and also the progressive art movements in India [Plate 29(i), (ii)]. 
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CHapter-III 
REVIVAL OF ! 9™ CENTURY BENGAL ART 
Movement in Bengal Art 
In 1900 century the spiritual image of nation, especially Calcutta was 
establish with new "Indian aesthetics" and a new 'national art' would be with 
conflict through a definition of tradition and a narrowed ideology of 
Indianness when we use the term "Renaissance" of that period in Bengal, it 
was perfect for that situation. Actually its use here is misleading for a 
renaissance means a "rebirth", which occurred in Bengal was not a rebirth but 
a gradual development in many areas making Bengal the first of the Indian 
provinces to possess a rich and modem milieu, to create a new achievements 
in several parallel field.' 
For the first time, perhaps Indians in general and Bengalis in particular, 
began to have a missionary line looked at India in order to reform it, make it 
progressive and take it forward. Numerous new institution of social reform, 
such as Brahmo Samaj, founded by Raja Ram Mohan Roy and Swmai 
Vivekanand the Hindu Idealist, they "modernize" Hindu society. N.S. Bose, 
in his "Indian Awakening and Bengal" list over a hundred newspaper and 
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journals published in 19 century. These people helped the leaven society 
with their ideas, and drew the wider cause of national building with spiritual 
involvement. 
According to their background, then Calcutta became the centre of an 
active publishing industry. More, journals and newspapers that carried articles 
of the new rising Bengalis literatures and the voice of Renaissance. The word 
Renaissance was first coined by Jacob Burkhart in 1860 in his book 
'Civilization of Renaissance in Italy'. The most important thing to compare 
here is to note the difference between European and Indian renaissance was 
the former occur due to classicism, humanism and individualism and three 
reasons brought printing and trade in vogue. But on the contrary the Indian or 
Bengal renaissance causes were different i.e. colonial rule, economic and 
political unification, western thought and education which gave birth to 
middle class intelligentsia. 
Swami Vivekananda emerged as a preacher of neo-Hinduism. Within 
Bengali literature for e.g. in 1877 there were about 169 newspaper published 
in vernacular language and their circulation reached the neighbourhood of 
1,00,000 the press while criticizing official policies on the one hand urged the 
people to unite on the other. But this revival influenced directly from the four 
influential people of Indian art who appeared from the west they are Ernest 
Binfield Havell, Sister Nivedita, Ananda Coomarswamy and Okakura 
Kakuza. 
They gave a sharp edge to swadeshi ideology, elaborating the 
spirituality of Indian art as a antithesis of Renaissance naturalism.'* Their main 
64 
mission was "Progress and Improvement". Three of them put their efforts for 
the development of artistic revival in modem time. The historical researches 
by European scholars such as Max Muller, Monier Williams, Earnest 
Binfield, Havell, Sister Nivedita, Ananda Coomaraswamy and Indian scholars 
like R.G. Bhandarkar, R.L. Mitra and later Swami Vivenananda created new 
picture of Indias past. 
The doctrine took shape between 1896-1910, Havell plunged into 
artistic reform soon after his arrival in Calcutta. Sister Nivedita joined 
discussions of art, Coomarswamy did not point out his art until the Bengal 
School of painting was well established and Okakura involved after the "boer 
war".' These four great people Havell, Nivedita, Okakura and Coomarswamy 
seemed to speak with same voice. Havell fiimished the aesthetic, Nivedita 
and Okakura the moral and Coomarswamy the metaphysical content of 
Swadeshi doctrine.^ Nivedita and Okakura was fiery, Coomarswamy the most 
persuasive, but Havell was most systematic critic of naturalism. Thus these 
three teachers were perfect for their practical aspects. 
Ernest Binfield Havlel (1864-1937) 
Havell's main effort in Calcutta was directed towards a reoragnisation 
of the curricula of the school of Art. Havell's carrier as superintendent of the 
Government school of art in Calcutta, coincide with his discovery of 
Abavindranath Tagore as the first "genuine" artist of modem times. They 
associated the rise of the new art movement.' E.B. Havell linked with 
Abanindranath to the revival of Indian painting and since then he has been 
generally seen as a revivalist. His work was believed borrowed certain aspects 
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of its themes, style and technique to order Indian and oriental tradition. 
While Abanindranath was already experimenting and proving a new idealistic 
vision to Indian art, Ernest Binfield Havell took over the headship of Calcutta 
Art school. Before coming to Calcutta Havell become influenced by the 
Theosophic movement than sweeping all over Europe.^  It started by Madame 
H.P. Blatuosby and Col. H.S. Olcott in 1875 at New York. Thus upon 
assuming this position at the Calcutta Art school after three years in Madras, 
he was determined to introduce changes in the western art technique being 
taught he had mooted the idea of 'Indianness' as the ideal and norms. 
(Indianness where the theme and character's of painting were dharma from 
Indian literature and myths or legends). For contemporary art as opposed to 
the westernization that was being propogated.''' It was in Calcutta that his 
ideas paved the way for the Bengal school movement and gained "the first 
expression of an ideology of cultural nationalism in the art of the country, 
about India's art and craft". 
Though he acquired knowledge, during this period from his services of 
central Government to enquire into the condition of traditional arts crafts of 
the southern provinces. This knowledge made him to believe that for art 
education Indian were not required to borrow from Europe. Mr. William 
Merris, when he saw the design and the handicrafts the 'living art' of India's 
in Art and Craft movement, which kept alive tradition and had still a natural 
and spontaneous growth, similar to the Europe in middle age.'' It was the 
status of Calcutta School of Art as primarily a drawing and painting, which 
was its chief defect when he proposed to plans of reorganization. But he 
found that it was totally a "copying". So, Havell scheme was to reform, its 
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lack of interest in development of fine arts. This lines was different layer of 
his ideas as an art teacher in India, he emerged in quite different role as a 
expert of a fine arts". He wanted to remove all false distinction of decoration 
of fine arts in his teaching. He proposed to establish both "Art and craft". 
Perhaps one can say He was well aware with Indian aesthetics and not 
looking Indian art with binocular view but approach it with wholistic view. 
Havell's campaigns convinced the Indian elite of the importance of 
Indian handicrafts, especially the improved handloom. Perhaps Havell was 
visionary who had realized the importance of the science and technology in 
changing scenario of India. He even presented a British opening wheel to 
Abanindranath's Mother during Swadeshi era. He introduced the improved fly 
shuttle loom in India in 1905. Cult of the spinning wheel came from Gandhi's 
vision, a new technology introduced. Havell held a handicraft exhibition at 
the Congress in 1901, and was praised by journal Indian mechanic. 
He regarded the Hindu temple and their architecture as an embodiment 
of a high level decoration from the simplest abstract ornaments to large figure 
reliefs. This he wished to introduce in Art of Bengal.^^ A determined Havell 
however went on with his mission and effort to produce a combination of 
European paintings and sculptures with the masterpieces of Mughal, 
Rajasthani and Pahari miniatures. In this endeavour of reviving Indian art he 
found Abanandranath fi-om Tagore family the most helpfiil.*'* 
The name of E.B. Havell will be remembered long as one of the 
foremost of the group of art connoisseurs who rehabilitated Indian art. Its true 
that Tagore had already started painting along "Mughal" lines without any aid 
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or suggestion from Mr. Havell But when the storm rose, it was the pen and 
the personality of Havell that gave shelter and solace to master and pupils. 
Here he was appointed principal of Govt, school of Art Calcutta and it was 
the turning point of new methods and the new adaptation of the ancient craft 
and art through diffusion into young minds.'^ Reported by the important 
article in "The Studio" was described Havell's presentation to the west of the 
real hope and future of Indian art. 
A close examination of the issue of official correspondence regarding 
Havell's framework of new ideas for Government college of Art and craft as 
per yearly report, says that, "the substitution of a better system of teaching, 
founded on that of best European Academics, .... Enable the students to make 
much more rapid progress, and to complete on more equal terms with 
European artists than is now the case of Indian trained student. They must be 
elevated with the artistic ideas and to raise the level of public taste for high art 
in Bengal".'^ 
HavelI's concerns about Indian art were emerging in multiple 
directions. The continuing pre-occupying the design and craft had acquired a 
new layer of art, also introduced to fresco stained glass, laquer works and 
stenciling.'^ He believed that Indian art closely bound with the religions and 
Indian philosophy, the essential idealistic, mystic, symbolic and 
transcendental.'* 
Between 1896 Abanindranath came in contact with Mr. Havell, 
Abanindranath showed an album to him. It presented the paintings of 
Rajputana and Mughal style, which attract Havell. Havell did not find 
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anything wrong in holding the view that parallel to the religions there was 
another art patronized by the royality. In the formation of the movement of 
Bengal Art, Havell's greatest help was Abanindranath, known as "father of 
modem Indian painting". Nevertheless Havell and Abanindranath together 
worked for a re-orientation both in officially and unofficially. During these 
years, with the encouragement of Havell, Abanindranath started to painted the 
Indian art, particularly attracted to Mughal and Pahari Miniatures. Havell 
appreciated his work which was the most ideal example of Indian art. 
Abanindranath called Havell his "Guru". Further he wrote a letter to Havell 
regarding his painting of'Omar'. 
Sea Beach, 
Puri 
26.4.11 
Dear, Mr. Havell, 
I want to send you a copy of 'Omar' together with some of the original 
illustration but unfortunately the picture were returned fi"om Allahabad only 
after I have left for puri, I hope to get back to Calcutta by the second week of 
May and I will send only "Guru dakshina" without fail as soon as I am there. 
Only man who could take up your Banaras Book is Chintamani Ghosh 
of Indian press, Allahabad and I have written to him about it, I will bet you 
know as soon as I get a reply from him. 
Glad to know that your book is going to be publish soon. 
Kindly remember me to Mrs. Havell with kindest wishes. 
Your sincerely 
A.N. Tagore'^  
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However. Havell's book "Indian Sculpture And Painting" published in 
1908 and other "The Ideals Of Indian Art" published in 1911 both covered the 
same subject. On judgment of Indian art on the basis of western classical 
standard these books did create arguments and described the strength and 
vigor in favour of his critism. 
Mr. Havell by his writing presented a valuable thought and smoothen 
the path of progress and prosperity to art. Among art critics the following 
names are important to mention Mr. Percy Brown, Nivedita, Anand 
Coomaraswamy, Dr. Anne Basent etc...^' All of these art critics made 
important contribution in the spread and publicity of art in that period. 
Havell and Sister Nivedita discussed about the art of India during that 
period, she believed in the philosophy of art and aesthetic of painting in 
Indian art and also encourage Havell to give attention for its progress. So, 
Havell read the Puranas and other ancient text to understand the depth of the 
Indian traditional ethos.^ ^ The study made him to believe to develop Indian 
aesthetical sense of art in Bengal Art and introduced it first in Government 
school of Art. 
A.K. Coomaraswamy 
Like E.B. Havell Mr. Ananda Kentish Coomaraswamy's was as 
enthusiastically committed to the revival of traditional art and craft as E.B. 
Havell. Anand Coomaraswamy had a fine erudition and a wider intellectual 
grasp than E.B. Havell. His judgment of art was extremely sensitive. His art 
and craft introduce an ideal exponent of Swadeshi Nationalism as cultural 
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resistance to the industrial society as evident in a letter to a friend in which he 
express: 
"I want to serve not merely India but humanity, and to be as absolutely 
universal as possible like the *Avalokiteshvara.^ ^ These word reflect his 
cosmopolitan way of thinking and shows he attracted to the Buddhist concept 
of Boddhisattva's naturalism. 
Coomaraswamy endorsed the cultural nationalist view that the 
swadeshi protest was not merely political nor was it a personal revenge 
against Britishers, it was a spiritual ideology.^ '* Coomaraswamy draw 
attention to the swadeshi outlook and valued Gandhiji's satyagrah, he rejected 
the western values and assist the political activism. The existing Swadeshi 
movement in its aim of making India economically self-sufficient by 
replacing European manufacturers of Indian product and production of things 
with there own industries. 
Coomaraswamy approach to the question of a national awakening had 
always been predominantly ethical and moral. In Calcutta in 1909, as a close 
acquaintance with Tagore and exposed the same degree of swadeshi ideology. 
While Coomaraswamy discovered the promise of an artistic revival in the 
new "Bengal school of national painters". 
Indian nationalism, in his view, was not so effective for the revival of 
crafts and craftsmanship, which could preserved the national culture. 
He was then equally committed to the cause of defending Indian 
aesthetics and rewriting Indian art history. Indian sculpture and painting 
A name of the Buddha as epitomishing universal compassion. 
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Coincided with the publication of Coomarswamy's first major look "Medieval 
Sinhalese Art". This book was outline of the last phase of the Art and crafts 
rnovement in Britain but this book was exploded a major issue for a wider 
defence of Indian tradition and Indian nationality. 
His deep study of art and culture of ancient Indian society gave a new 
respect to Oriental and Indian art, Dr. Swamy the first man who wrote the 
history of Indian art and culture as a foundation stone in the evaluation of 
importance of Indian Art. His book and publications are quite valuable in 
bringing about the various aspects of Indian Art in public. Among his 
important art publication are "Medieval Sinhalese Art And Swadeshi" (1919), 
"Art And Craft Of Indian And Cylon" (1911), An Introduction Of Indian 
Art", "The Dance Of Shiva (1928) etc. He wrote the book in different 
languages and in different subjects like aesthetics, theology, philosophy, 
religions, literature, sculpture, painting etc.^ ^ He gave a new definition to 
ancient Indian art in terms of the ancient Indian religion, culture and its 
heritage. He draw the attention of the whole world towards the Indian Art. 
The years of Cylon (1903-04) proved to be a great turning point of his 
career. He was attracted with the Cylonese to have teaching in mother 
language and awakened the interest of their fellow cylonese, for the 
development of the ancient art and craft of cylon. In 1906 he formed a social 
reform society and became the editor of a magazine "Cylon National 
Review". They moved from cylon to the broader spectrum of India. He 
expressed , "The religion and culture of cylon was not a fragment but an 
inextricable part of the Indian tradition".^ ^ His book "Art and Craft" was most 
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idealist orientation in the spiritual discontent of the west. Thus came to stand 
as a manifesto of the art and crafts idealists in England. This another book 
"The Indian Craftsman" (1909) contained the assemblage of Art and crafts 
ideals and also presented the elements of traditional national life of India". He 
inspired the young Indian and found to be a national source of development 
with their education. The inner meaning of most of these activities was to be 
found in the concept of National Education. He wrote - "The Iron hand 
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crusted the tyrant's head and became a tyrant in his stead". 
He was an expert and critic of art and philosophy. He released "the 
knowledge of Indian traditional art and craft". In his efforts for the knowledge 
and understanding of Indian art he achieved respect and a high status 
throughout the world. 
While Coomaraswamy discovered the need of Bengal revival and 
promised for an artistic revival in the new 'Bengal School of national 
painters', Indian nationalism was his motive but unfortunately it was lacking 
in spirit of revival of crafts and craftsmanship which is an integral part of 
Indian culture. "If Abanindranath and his followers stand in his art revival of 
ours in the place of the Pre-Raphaclites in the history of England, where is our 
William Morris?".^ ^ Coomarswamy's arguments seemed to compare 
Victorian England then colonial India and to the revival artist of Bengal. 
He gave the relevent aesthetic and philosophical framework, which 
link Indian modem art with its ancient culture ethos. He played an exciting 
role in Bengal Art Movement with E.B. Havell and Abanindranath Tagore.^ ^ 
As voiced by Coomaraswamy the freedom from the stifle rigours of English 
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art school brought the changes into their newly conceived school. For the first 
time in its fifty years history, they introduced works of Indian art paintings, 
sculptures and other art effects. 
Pan-Asianist Kakuzo Okakura and Effort of Indo-Japanese Movement 
The first widespread nationalist movement in India was precipitated by 
the Viceroy of India. The ensuing Nihon-ga, movement in Japan and the 
Swadeshi movement in India thrived on a mythical division between the 
spiritual east and materialist west, this debate was started by the famous 
Bombay born English writer Rudyard Kipling who said - "East is East and 
west is West and never the twin shall meet".''" So the movement was also 
drawn into 'The recovery of India's artistic past". 
Japan, called as 'Nippon' in Japanese language and perhaps only 
country in Asia which was never ruled by other country in second world war 
it was an Axis power and India alongwith Japan experienced the earliest 
change, brought about by westernization and by the 1890s they were the most 
western-influenced societies in Asia. They were also perhaps "inevitable 
among the first Asian countries to experience the upsurge of anti-western 
sentiment which generated nationalist movements. Many leading political and 
intellectual figures as well as the majority of public in both Japan and India 
thus shared many concerns, especially about the national movements. 
If we look deeper, anti-western sentiment was one of the defining 
features which fuelled national movements in both the countries, so the Pan-
Asian aspiration of Japan intellectuals and struggle of the Indian 
revolutionaries to end British rule were bound to find common ground. 
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However Pan-Asianism was the Eastern form of the romantic ideology 
against progress, had a direct impact on Bengali artists in their perception of 
Swadeshi art as oriental rather than an Indian. They developed their thrilled 
with Okakura's arrival in Calcutta in 1902.1t was the first step for the revival 
of Japanese art.^ ^ 
Okakura Kakuzo Tenshin (1862-1913) the art critic and historian, the 
founder of Fine Art Academy of Japan was also one of the forebearer of 
Japanese Pan-Asianism and Cultural Nationalism. In 1885 Okakura founded 
the society for the Appreciation of paintings with fenollosa: Okakura's first 
trip to Europe and United State of America was in 1886, as a researcher in art, 
which for lasted almost a year. After his return to Japan in 1887, he,become 
one of the founder member of the Tokyo Biutsu Gokko or the Tokyo school 
of Fine Art".^ ^ Then he stepped over along with thirty nine prominent young 
Japanese artists among them were Yokoyama Taikan and Hishida Shunso, 
who broke away from the Imperial Art School and launched an alternative 
school- the "Nippon Bijutsuin",^ '* This was the centre of the new movement 
for the renationalizing of Japanese art. His new school of painters draw 
largely on existing the "Meiji" ideology of the Ninhonga and drew out both 
the existing western and ultra traditional way. He discovered Carlyle and 
Ruskin, while teaching western philosophy in Japan, and ancient Japanese 
heritage this Pan-Asianist journal "Golden Age" discuss about Asian 
spirituality and European commercialism of the Renaissance art. 
Their artistic reivival was published in Okakura's influential Magazine 
Kokka suggest to follow the Buddhist art to Japan with the vestige its back to 
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Ajanta. This motive to adopt the own tradition, and avoid the aggressive 
westernization especially the method of oil painting. In 1882 lots of struggle 
broke out between Okakura and the pro-western faction. Fortunately "Kyato" 
show 1893, the oil painters failed to their shows, people withdraw to support 
of academic painter and western art.^ ^ However this was the victory of Pan-
asianist Okakura's. 
In their Nihon-ga-movement is the widened "Pan-Asian struggle the 
supporting group with Okakura by enlisting the important mind of Asianist, 
among them in India Swami Vivekananda and the Tagores both were 
internationalists. 
This idea transfer to Havell and Coomarswamy at the period of 
nationalist environment of Bengal. The role of India in the imagination of 
Okakura's dream, the Bengali religious leader and the Irish disciple of Swami 
Vivekananda invite him and met with him 1902 in "Belur Math". Their ideas 
shared a common philosophical ground as well its an emphasis on the 
uniqueness of Asian spiritual values. These meeting\moving on and the two 
man acknowledge their kinship "we are" said Vivekananda, two brothers who 
met again having came from the end of the earth. 
This visit still remain controversial among Bengali intellectuals 
confused over Okakura's "Questionable" interest in India's struggle for 
freedom. He echoed the essertions in "The Ideals Of The East" published in 
English for the stressed the unity of Asia, its religion, art and thought. The 
emphasis on cultural links between Asian countries by declaring that "Asia Is 
One", the famous American historian Will Durant wrote his first book of 
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Story of Civilization title "Our Oriental Heritage" in which he speak's about 
contributions of Asians known as Orientals and here in this book he talks 
about "Asia is one".''^  
Another influence of Aurobindo Ghosh (1872-1950) on the 
development of Japanese pan-Asianism must also considered at this critical 
circumstances. Ghosh was probably the first Indian national leader, to insist 
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on independence for India as a goal of the movement in 20 century. The 
supporters of against British rule and of the activities of the Indian 
revolutionaries in Japan. It has been argued that Okakura during his stay in 
India between Jan to Oct. 1902 had founding the revolutionary organization, 
'Anushilan Samiti' in March 1902 of which Ghosh was the major founding 
figure. Okakura's influence on Bengali revolutionaries in general has been 
conversial, as Peter Heeghs has suggested, "The talks he (Okakura) gave in 
Calcutta certainly encouraged well connected Bengalis to support secret 
societies in general and the Anushilan Samiti in particular. But with the 
exception of same uncorroborated statements by Aurobindo that Okakura 
was the "founder" of the secret society there is no evidence that his role was 
more than inspirational".^ ^ 
It seems to be happen that the history of the foimder member was not is 
clear as much, however the personal relationship of Ghosh and Okakura was 
to close therefore exchange the views of cultural change between them was 
intermingled, which suppose to confuse the public and the researchers. 
Although in 1903, Okakura close to the Tagore family and then 
Abanindranath tought simple compositional tricks on the need for organic 
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unity in art. He was inspired by Okakura's Pan Asianism. He embraced 
Nihonga, a Japanese nationalist tradition of painting that provided an idealist 
vision based on tradition, nature and originality. Among them Sister Nivedita 
was acting as the main promoter of Okakura's nationalist and an artists 
revival of India.^ ^ In 1904, the second visit in India after won the victory of 
European superiority, when reached in Bengal. The Bengali newspapers of 
these years fiill of Japanese news for entertainment, city peoples for the 
welcome of Okakura they wrote : 
"Biswer majhare thnai nai bole 
Knaditeche bangabhuni, 
Gan geye kabi Jagater tale 
Sthan kine dao tumi" 
"Jagat-Kabi-Sabhay mora tomor Kari garbo, 
Bangall aj ganer raja, Bangali nahe Kharba" 
- Satyandranath Dutta' 
"Ah-Aban-Geet 
kari-o-Komal 
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Then the influence of Aurobindra Ghosh and the most important 
contribution of this intellectual scene, with the Rabindrananath Tagore, who 
was an internationalist and took a critical stance with the respect of 
nationalism. Tagore and Okakura develop a close friendship at the time of 
first visit in India, Tagore (wants that through Okakura that he first come to 
know there was such a thing as an Asiatic mind. By this term he mean that 
thoughts, and ideas are coming from Japan in general and best of Asia in 
particular. Their fi-iendship was proponent of nationalism during swadeshi 
agitation. They develop the culture by combining method, both Indo-Japanese 
technique [Plate 31]. 
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After returning home, they send two artist 'Hisida Shumso' and 
'Yokoyama Taikan' to India exchanging art experience and they worked in 
Abanindranath's Studio, in Calcutta. Some masters of modem Japanese artist 
came to Calcutta and followed the ancient Indian technique painted picture of 
Indian subjects and gave demonstrations in right lines. They taught that how 
to draw and paint on paper and silk in the technique of Ajanta and Bagh 
paintings. They worked the Bengali artist against cheap imitation of the west 
and advised them to follow their own old tradition.'*' 
Abinandranath was the first master who adopted and learnt the method 
of Japanese "wash painting". Then Gagendranath the member of the New 
Bengal School, learnt and practiced by that watercolour wash technique. In 
Japan this technique was pejoratively nicknamed "morotai" (moro means 
vague or indistinct).''^  'Bharat Mata' [Plate 32] was the first image of the 
result of Abanindranath's learning of this technique in 1905 at the time of 
partition. Though the perspective role of Japanese artist and influence in 
starting the revivalist art movement in Bengal in the first decade of the last 
century was encourage the renaissance of Bengal. This series of developments 
took place at the Art school and Havell seized this opportunity to gave the 
complete freedom to pursue his own ideas. 
In this way on the other side, Rabindranath Tagore had influenced for a 
period of time, he visited Japan in 1916, and saw for the Japanese nationalism 
and interchange the culture of modernism. But during this journey 
Government of Japan was scared restricted him with same provisory Captain 
A.M. Gardiw dispatch letter to the criminal intelligence department and 
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foreign and political department to aware of him unfortunately, his speech 
"India and Japan" and the "Message from India to Japan", Japanese idea that 
Japan has a mission of anti-British feelings would little fuel to the audiences. 
Mr. Cardew wrote to CI.D. director that - "Attached speech of Tagore may 
interest you. It is long and does not contain any directly seditious remarks. 
Some of the sentiments thought has, I think, anti-Europian tinge" (l^' august 
1916).'^ 
In this way, poet had faced the tangled of problem to approached the 
views to forming an Indian society in Japan He got the patience and dispared 
the favourable view to the Governments of Japan. Tagore and his one of the 
favourite student "Mukul De" reached Japan to met with Okakura and other 
Japanese artist, Taikon and Shimomura Kazan, to spread the art education. 
His experiences in Japan was displayed by his letters to India. They shoked to 
saw the artistic mentality of the people of Japan, He wrote to his father that -
Respected, 
Baba [Kulchendra Day] 
Yokohoma 8/7/1916 
We received your letter and happy to read it, we are staying at Mr. 
Hara's home Gurudev (Tagore) was also staying with me. I'm busy to 
learning painting from one of the greatest artist of Japan. Mr, Shimamura 
Kajan. He was told me that it will take time to learn this method. They had 
fought interesting way in painting and the panting we different and attractive 
which was not able to define. We believe that as compared to the world wide 
painting. Japan and China had a beautiful asset of work. I feel shame to saw 
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our work which was brought from Calcutta, its an useless in front of iheme. It 
was a great place for art and thought, it's a pilgrimage of artist. Why 
Abnindranath, Gagendranath and Nanda-da not spend at time here. Now we 
are busy to learn the Japanese style of art and Gurudev used to busy his 
writings about Japan 
So pray for me and keep in touch with letter. Convey by love and 
pranam to the elder member of the family. 
Mukul Day^ ^ 
Though got the 49 letters of Mukul Dey wrote to his family for his 
experiences in Japan with Gurudiev from Mukul Dey Archives. And also 
'Gurudev' (Rabindranath) wrote few letters to Abanindranath and 
Gaganendranath regarding his surprising experiences in Japanese art, on %^ 
Bhadra 1916, he wrote to Abanindranath: "Aban... The more I travel in Japan 
the more I feel that you should have been here, too... have contact with the 
living art of Japan so that our own art may revive and flourish... If you were 
here, the thick scales would have dropped off your eyes... I realized how your 
art has failed to come true. But, what, indeed, can I do ? None of you will 
ever get out"."*^  
Now, the time he had decided to paint and flourish the Bengal style 
towards the modem art. Its clear the picture of that period and help to know 
about the teaching of 'Bengal School Of Art' which was adapted from the 
Japanese style. 
However Mukul Dey the modem ideal artist came to contact with 
Taikan. He was busy to organizing the first exhibition of Bengal School 
painting at the premises of Nippon Bijutsu, in with the active support of 
Taikan 'Hara' and it was favourably successful noticed in newspaper. After 
few days they got fully influenced by Japanese way of life and success the 
companion.'' 
In this period Mukul Dey and Tagore brought few paintings in Japan 
which was made by Ahaninderanath and other artist of Bengal School, plane 
to provoke the Japanese artist and introduce this style to the public of Japan. 
Dey framed this tour in his book in 20'*' April, 1938 "My Reminiscences" was 
introduce they wrote "Towards The Beginning" of 1916 Pearson arranged for 
me to accompany poet Tagore on his tour to Japan, at this time the revival of 
painting was going on in Japan and as Indian artist I was privileges to see 
with my own eyes the new Japanese art revival arranged an Exhibition of 
paintings by Dr. Abanindranath Tagore and other artist Okakura's art 
school... then its organized in 'Paul Elder Gallery in Oct. 1916 in America... 
These were the history of the development of Modem Bengal School of Art to 
explain the visitors"... .''^  
Indeed India has yet make a acknowledgement the development of the 
culture from a friendly foreign land, who open the eyes of the contemporary 
leaders thought. In this way like, Havell, Coomaraswamy, Okakura also 
describe the art as true manner and give a new style to the Bengali artist for 
progressive neo-art movement. This Indo-Japanese movement was the vital 
part of the Bengal School of Art, many we said that "It's the beginning of the 
Bengal School" artistic progress, this movement played a important role to 
inaugurate the real traditional "national" art. The freedom and individuality 
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kept the soul free and gave a new method of drawing to the Bengal School. 
And it would also interesting part was that to know the school of Japanese art 
still continue to paint the ancient Indian technique as like as Bengal School, 
still alive their techniques today [Plate 33 & 34]. 
Sister Nivedita-India and Irish Network 
When the Nationalist movement in India was nurtured the Pan-Asian 
aesthetic revolution in Japan and the Irish republic movement were 
contemporary. The European Theosophists, Japanese and Indian Pan-
Asianists the leader of the Irish literary industrial society and academic 
illusionism. The individualism alliances formed a international network. 
These Irish, Japanese, European revolution regarding the awakening of the 
•'traditional culture in Asia" that had tremendous impact on Indian 
nationalism and revolutionary movements of the first decade of 20^ century. 
The defeat of Russians by Japanese in 1905 brought new wave of nationalism 
in Asian countries. 
Helena Petrouna Blavatsky, founder of Theosophy, the Crusader 
against western materialism, set up the society's headquarters near Madras 
place called Adyar. Her theosophist successor, Annie Besant, became an 
Indian nationalist. Her contribution was borrowed the "Consciousness Of 
Indianness". Although in 1885 the leading figures in the Irish literary 
movement George Russell (A.E.). W.B, Yeats. T.W. Rolleston and John 
Egglingten, became members of Dublin Theosophical lodge. The Irish 
Revival joined hands with Theosophy during the heyday of Arjanism. The 
Irish poet Charles Johnsten was discovered the Hinduism through Mohini 
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Chatterjee the Bengali disciple of Madama Blavatsky so during this time 
'Yeats' was introduced Tagore to the west and supported his Nobel. 
When Yeats read the translation of Gitanjali he recommended the 
Tagore name for Noble prize. Then Russell and RoUeston support the 
celebrated letter to the "The Times" in protest of Indian art. In this way the 
member of art and crafts movement was Anandan Coomaraswamy, a key 
figure in the revival of Indian art. The America inspired the artistic revival in 
Japan was Ernest Fenolosa as Havell was in India. Vivekananda met 
Finollose's in Boston and exchanged the ideas on the cultural unity of Asia 
so fenollose's Japanese deciple was Okakura and Vivekananda's disciples, 
was the Irish woman sister Nivedita. The Irishmen, James H. Cousins was a 
Irish writer, play poet, critic and became a part of a literary circle included 
with Russell. Causins and his wife joined the theosophy through the Irish 
literary movement. They heeded the 'call' to 'India' by editing New India 
from Adyar. Moved by the vision of Asian unity. They agreed that 'while' the 
Art of India should be enriched by the advancement of technique and 
knowledge from the west... vision (of the Indians) must be their own.'*^  
Cousins met Coomaraswamy in India and later he got to know O.C. Ganguly 
he learnt about the new art movement in Modem Review, relising its 'naive' 
spirituality expressed in quiet tones. As he was a secretary to the Thosophical 
society in Madras look up the cause of Indian art around 1915, yet 
Theosophy's thought to never abjured the language of science, describing 
itself as the "The Science of the spirit".'*' 
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Its importance for India lay in the publicity it gave to Indian spirituality 
in the west. Swadeshi root means to go towards the Hinduism i.e. culturally 
and spiritually and best process to encourage the people with the light of 
literature and culture. So art was the one of the best weapon to advertise the 
mission in India. In 1928, cousins exhibited sixty paintings of orientalists 
from all over India at the prestigious Athenee gallery in Geneva. Then the 
future gallery of Indian art was planned, and cousins was confident that India 
would be the world mentor in tempera. While with the several Irish 
personality, Mr. Cousins was significant reconcile mysticism with a proper 
approach to social reform. After converted to Hinduism, he inspired with 
hindu culture and more a friend with same key personality a classical dancer 
and eminent artists Abdul Rahman Chugetae.^ " 
It clear that his effort of revival of nationalist movement or Bengal art 
movement was doctrine to the revivalist. But the flame of these movement 
was first initiated with the support of Vivekananda's deciple sister Nivedita in 
1900, onwards Okakura, Havell, and Coomaraswamy. They done wonderful 
exercised to influenced over this audition. The revivalist Abanandranath 
Tagore brought up a new way for the awakening of the people through his art. 
So sister Nivedita played a great role to developed in various aspects of 
Indian culture, she was a gift to India from Ireland. Nivedita, the daughter of 
Ireland, with her first hand acquaintance with European revolutionary 
movements. Later on we find references to Russian events and then in Bengal 
risings activities.^' 
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While Bengal's nationalist aesthetics and artists drew much of their 
optimism about an artistic renaissance in India from the Japanese, she 
immediately support to the Okakure's involvement of Indian situation she 
read the 'The Ideal Of The East' and the awakening of Japan which meant a 
strengthening of the Indian ideals that spread to China and Japan had 
transference of philosophy and culture of the mother religion, Hinduism and 
the essence of Indian civilization. In 1893, at Chicago, Swami Vivekananda's 
for fiery speech^ at the parliament of world religious awakening, Nivedita 
search out a person as a Okakura's book to promise the modification of Asia's 
Hindu religions and philosophy, sweep through the western culture with the 
influence of Hindu revivalist ideology, she joined as a disciple of Swami 
Vivekanandas and also followed the teaching of Sri Ramakrishna^^ who saw 
divinity in each and every human being and belief in "Daridyanaryana", she 
had come out to live and work in India in 1898, and was imitated to founded 
Ramakrishna Math, Calcutta. 
Sister Nivedita, 'Alias Margret Elizabeth' noble the Ireland bom girl 
then changed into a "Nivedita" by Vivekananda on 25 Mark, 1898. She 
immediately became "intensely active in her work uplifting India".^ "^  She 
pioneered woman's education in India, embraced the life of renunciation and 
uplifting woman in the British ruled in India/'* In Swadeshi movement 
includes the Nivedita's name among the prominent revolutionaries leaders. 
She provide moral support two the leader and provided some rich collection 
of European revolutionary literature. 
t After listening his speech the Newspaper in America called him 'Cyclonic monk' and wrote in their 
news paper that how foolish we were that we send missionaries to this civilized nation. 
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Okakura and Nivedita jointly participate to the revolution of Asian 
brotherhood movement and Indian nationalist art movement in Bengal. This 
contribution to assist the Havell and Tagore's family and gave the artistic 
implement of new thought to inspire Indian youth to launch. Sister Nividita's 
especial contribution to the Bengali artist to promote national consciousness 
in immeasurable in her other words, "My taste is to awaken the nation" ^^  
According to Nividita 'the independent evolution of Indian art through 
an exclusive 'inner' reserve of aesthetic idealism both art and India had grown 
to be loaded term making' and shaping of nation. In article of 1907, titled 
'The function of art in shaping nationality^^ was most upbuilding speech of 
rebirth of nationalism of art. In this way she wrote extensively had some 
innumerable article were published in journals line the Review of Reviews, 
the "Prabuddha Bharata", the Modem Review, etc. the first book was 'Kali 
The Mother" other works were "Web Of Indian Life", "Masters As I saw 
him" is an interpretation of Vivekananda's teachings. She was a prominent 
critic and admirer of Indian art. Her significant role of her writing was to 
circulate the ideas of Coomarswamy and Havell through the reviews of their 
books. 
In the revival of new style of Art is Bengal she looked forward to 'new 
guild of painters, drawn not from any single caste, but the nation as a whole^*, 
she believed the truly great art had a ideal of artist thought and dream of an 
Indian nationality. Although her ideal Indians art was exclusively Ajanta, 
Ellora and Elephant's painting which she comparing these with early 
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Florentine work of Fra Angelico the devotion of their monestic painters, so 
she revealed the superior power of Ajanta. 
She sent Bose and Asit Kr. Haider to Ajanta along with the lady 
Harringham to copy the Ajanta Fresco. This was the Beginning of style of art 
in Bengal artist who shown the torch of style and technique of art. But the 
artistic revival of Bengal School of art she was closed to Abanindranath and 
his group, to support with her artistic criticism and aesthetics scene in Bengal 
Art. She discuss with Swami Vivekananda regarding neo art movement which 
influence him. He especially encourage the Bengali literature and aesthetics 
ideals through the path of knowledge but in art be attacked in strong words 
"the age-old complicated mammerism of art as they were practiced. But no 
doubt art of tomorrow would the strong, and simple under inspiration. His 
mode of perception is more helpful to the artist of Bengal".^^ 
In this way few discussion of Nivedita's view was found in Nandalal's 
letters to Baren when he was the student of Govt. College of Art. He wrote: 
Dear Baren, 
Santiniketan 
25/8/54 
I am giving you all the facts that I know regarding the enquiries had in 
your letters dated 14.8.54. 
Yes, sister discussed art with Mr. Havell, it seem she explained to him 
the philosophy of art and aesthetics from the Indian point of view. During this 
period Mr. Havell was much interested in the mysticism and inner 
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significance of Indian Art and this will be evident form reading the books, he 
wrote on the subject I do not know if Mr. Havell mentioned her name 
anywhere but while he was writing those books on art he often held 
discussion with eminent thinkers of this country. 
From 
Nandal Bose^ ^ 
r 
• Here he discussed about the sister's visit to Government college of art 
in 1906 with Brahmachari Gagendranath and Abanindranath Tagore. During 
this visit she commented upon some paintings of Nandalal Bose, one of those 
paintings was "Lord Krishna At The Feet Of Satyabhama" which appealed 
her. But she was disturbed and told him not to paint such pictures again and 
said - "it is a shame for a man to sit at the feet of a woman to win her favours. 
Thus after seeing the picture of "Kali" said, "This is not a proper 
representation of Kali why have you dressed her up with so much clothes? 
Kali is naked, fearless and devastating.^ ' After these she met with Nandalal 
Bose several time and proposed to paint few pictures according to her wish 
[Plate 35]. 
Sister had discussed on art with Mr. Havell, Abanindranath, Okakura, 
Sir Jagadish Chandra Bose and others regarding the development of new way 
of style of painting in Bengal School. It is evident from their writings that all 
of them were inspired by her ideas. She was one of the dynamic lady who 
gave a new direction to the art of Bengal and Shook the revivalist of Neo-
Bengal School. 
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In this way the Irish network to India was continued with the 
involvement of other art critic of Ireland one by one gave a new identity and 
encouraged the artist with their views. 
SWADESHI AND BOYCOTT MOVEMENT 
The partition of Bengal was a sore challenge to Bengali nationalists. 
The rumour of the proposed plan of partition had been widespread for some 
time before. Between December 1903 and July 1905 the plan come to be 
opposed by all section of the people and the press. In its initial stage the plan 
of campaign did not include either boycott or swadeshi, they were waiting for 
Government decision Bipin Chndra Pal wrote "If anything could prove the 
letter futility of our so called methods of constitutional political agitation the 
history of the agitation against the proposal to partition Bengal has done it".^ ^ 
In 28 March 1903 Lord Curzon and Sir A. Fraser first time focused the 
discussion about partition for the benefit of political motives District "Dacca" 
needed a strong personal government. Fraser proposed it. At that time Eastern 
Bengal was a battle ground of purity Bengali movement unfi-iendly character 
and dominating administration was drawback. 7* Feb. 1904 and 6'*' December 
1904 analysing the arguments of the critics of the partition - "Bengal united is 
a power, Bengal divided will pull in several different ways. Bengal is very 
densely populated".^ ^ 
Lord Curzon it was the Machiavellian measure intended to break the 
solidarity of the Bengali intelligentsia and to encourage Hindu muslim rift. 
Curzon justified portion of Bengal in these words - "the partition of Bengal 
was necessary to invest the mok ammorans in eastern Bengal with a unity 
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which they have not enjoyed since the days of the old mussulman viceroys 
and kings"'. Curzon and several officer of Bengal was plan to divided the 
Hoogly "into two provinces, one predominantly muslim, the other Hindu, on 
13 Sept. 1904 conveying the real final draft of partition plan.^ ^ 
The point of partition proposal was in under process due to Curzon's 
absence they could not have solid decision regarding this act. But on 20* July 
1905 the government proposed the partition of Bengal to limit Calcutta's^ 
importance and developed Dacca as arrival urban centre in a province with a 
Muslim majority. People and political leaders of all shades of opinion 
together it provided "element of unity" and inspired one and all in one way or 
another. Krishna Kumar Mitra in his "Sanjibani" urged his country man to 
boycott foreign goods and to take a solemn view to use swadeshi goods* 
only.'' 
This patriotic proposal found warm and ready response. Bengali from 
all background unit against the partition Rabindranath reaffirmed the people's 
unity and unflinching determination of "Bangla Darsan". Numerous protest 
meetings were held in Town Hall on august 7, 1905. The leader who spoke in 
a opposed voice of Surendranath Benerjee and Aurobindo Ghosh. A even 
muslim community lead by men like Abdul Russel, Guznavi and Liaquat 
Hussain pledged their support to the Swadeshi idea.^ ^There were protest 
meting patriotic songs fiery speeches and article, cartoon, painting 
J Calcutta in 1911 the capital was shifted to New Delhi. 
§ Gandhiji also laid emphasis on economic self reliance boycott of foreign goods use of home spun 
cloth i.e. Khadi or khaddar. Gandhiji practiced what he preached on the foot step's of his ideal Leo 
Tolstoy. He casts off his gentleman dress for a scanty cloth for this dress only Winston Churchill 
called him "Naked Fakir". 
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demonstration all over the province "Bande Matram" was taken up as the soul 
stirring slogan. 
The "Boycott" and swadeshi ideas were fostered and popularized by 
the vernacular newspapers and journals. The nationalists demanded self rule 
(Swaraj) and boycott British goods in a bid for economic and cultural self 
sufficiency (swadeshi)^^ Artist was drawn into this agitation. The launching 
of non-cooperative movement by Mahatma Gandhi the role of artistic 
nationalism was relegated to important place. The artist also deliberatedly 
involved in gandhian phase of Indian politics. They raised their voice with 
their mind and brushes and held exhibition. 
The date of partition October 16, 1905^ ^ on the suggestion of 
Rabindranath initiated, a 'Rakhibandhan' ceremony the observance signified. 
The indissoluble brotherhood between Hindu and Muslim also few Christian 
who bom in this soil. He wrote a song - "Banglar Mali Banglar jail" 
especially composed for the occasion and exchanging and fastering the rakhi 
thread as a symbol of unity .^ * Some magazine and newspaper was to provoke 
widespread anger and bad genuine patriotic outburst. The first part of news 
item, which appeared in the Amrita Bazar Patrika of 17 October 1905 entitled 
"Calcutta in Morning A Unique Sight" describing the situation in Calcutta. 
On 16 Oct. 1905 the day Bengal was partitioned is given below.^ ^ In "Balak" 
**. Gandhi brought with him breath of fresh air in form of mass movement drawing into its fold 
the common man e.g. peasants, workers, middle class. For 3 decades his voice the affairs of the 
congress and acted as its friend philosopher and guide. Famous Chinese writer Lin Yutang writes 
about Gandhi "the people listen to Nehru, the Nehru listen to Gandhi, and Gandhi listen only to God". 
t t 16 October 1905 - the day was observed as "heat mourning day" and by programmes were 
introduced (a) Rakhi Bandhan, (b) Observance of Fast, (c) lying of foundation Federation hall in 
which statutes of all the district of Bengal were placed, (d) inauguration of meaning industry 
programme. 
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Harischandra Haldar most important illustration in the magazine was pointed 
Bankim Chandra Chatterjee's "Bande Matram" [Plate 36]. It was the first 
idealist "nationalist" picture in a shabby line drawing, that smacks of 
Victorian baroque design, man of swirling branches with flowers, fruits as 
and a centre of mother and child, symbol of motherland.^ " 
In this way Abenindranath Tagore's "Bharat Mata" [see Plate 32] his 
only painting with avest political marriage was produced during the era of 
Swadeshi unrest Bharat Mata was personified as a Bengali woman holding 
four symbolic objects in the conventional manner of Hindu diety but the 
object were non conventional, they were emblamus of "nationalist" aspiration 
towards economic and cultural self-sufficiency 'anna' (food)' vastra 
(clothings), sikra (secular homing) and diksha (spiritual knowledge). The 
artist had virutalised Bankim's celebrated nationalist poem, Bandematram, 
though Bharat Mata was enlarged into a banner by a Japanese artist 1906-07. 
Abanindra Nath's students Nandalal Bose and Asit Haider produced blood 
thirsty version of the mother land. In this way this painting was appreciated 
eminent person of this era with different view. Among all these made cartoon 
of Gagendranath Tagore on the swadeshi endeavours same posters pamplets 
etc. were spread over. 
Unfortunately during the post partition swadeshi and boycott agitation 
of 1905, the urgent objective of the culture nationalist was the replacement of 
academic art of the Calcutta art school with indigenous teaching.'^  This 
campaign was led by English principle E.B. Havell. It would the rather proper 
time to have 1905 as the rate of founding the school. It is not because one 
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would live to equate ... the school with the nationalist movement", Abanindra 
n't 
Nath said and supported by the student of Nandalal Bose.Asit Kumar 
Haider, Surendranath Ganguly and K. Vencatappa later because the leading 
nationalist artist. 
Thus was started the historic swadeshi movement unique in the history 
of Indian nationalist. The boycott and swadeshi programmes were interlinked. 
According to R.C. Majumdar, "the Boycott was the negative the swadeshi the 
positive aspect of the same idea".^ '*The Calcutta journal 'Modem Review of 
May 1921 carried later inspired by Gandhi's 'non-cooperation movement'. He 
first send a letter to R.B. Tagore for the proposal of non-cooperation 
movement. But Tagore's reaction was - "Your letter gives wonderful news 
about our student in Calcutta, I hope that this spirit of sacrifice and 
willingness to suffer will grow in strength, for the achievement is an end in 
itself It is like a fish hurt by the presence of the flood, planning to fly in the 
air certainly idea is brilliant but it is not possible for a fish to realize.^ ^ 
Then the following article by Gandhi to Tagore reply to "the call of 
truth'. If we would gain "swaraj' we must stand for truth as we know it, at any 
cost again he said 'I venture to suggest to the poet that the clothes I ask him to 
bum must be, and are. In burning my foreign clothes the naked by giving him 
clothes they do not need, instead of giving them work which they surely needs 
our non-cooperation in a refusal to co-operate with, we say to them "come 
and co-operate with us, on our terms, and it will be well for us for you and the 
world"'^  [Plate 37-38]. 
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There was the vibrant messages which provoke the poet and artist to 
involve with this movement. Group of nationalist volunteers broadcast this 
movement as possible. In 1912, the 'Dawn' Magazine, a bading possible 
nationalist weekly, explained the reson for the political involvement of artists 
"one of the most remarkable though less pronounced features in our present 
day public life is the steady growth of a number of movement ... In Bengal 
the literary and historical movement old Indian and especially old Bengali 
history and literatures ...has succeeded ... in directing our countrymen 
towards the relics ... of our post.... Another phase of the same movement in 
favour of non-political Indian nationalism, is the artistic on....".'^ 
In 1905, beginning of the boycott movement other external influences 
included Okakura with his Pan Asiatic dream and Nivedita, the daughter of 
Ireland with his first hand acquaintance with European revolutionary 
movement later on both of them involve with Bengal art movement. But 
above all with the launching of the non-cooperative movement by Mahatma 
Gandhi. The role of artistic nationalion was relegated to a secondary place are 
effect on artist filled divided into two part, Hindu nationalism and the 
minority muslims sources. Although Abanindranath also printing many 
picture regarding Muslim dynasties Hindu epic too. Yet Abdur Rahman 
Chuktai painted the same but he identify as a Pan-Islamic artist [Plate 38]. 
The close identification of the swadeshi ideology of art with Hinduism, 
excluding Muslim contribution to Indian history. It create big problem to the 
"Bengal School of Art" further.''* 
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In art at that time they needed a "swadesh" creation. This artistic 
nationalism there native to create a "swadeshi" work which was linked with 
Indian tradition. Havell for his part dismissed the rebellion as demonstrating 
the 'constitutional conversation' of the Bengalis, regretting the swadeshi 
movement was not yet formed there were deeper reason for the conflict 
students were increasingly sucked into political unrest secondly traditional act 
was played by "Bhadralok" raised on light on. Havell wanted to interpret the 
artistic progress in India but 1906 movement suddenly lost its main 
inspiration, suffering a mental breakdown he was forced to leave India, never 
to return. 
The first land mark in swadeshi are "the last movement of Shah 
Jahan"^ ^ attempt to put new discovered the percept of Mughal art in their 
effect. This painting get high compliment indeed to the revivalist. The 
painting produced during Abanindranath's Mughal period, tells a great 
traditional method explored by him. In his way swadeshi attract the artist of 
nationalist movement. 
PARALAL MOVEMENT IN EUROPE 
In the history of Europe 19* century art was considered the most 
diversified and revolutionary time as new orientations, great political or 
economic changes that arose and the rise of rational thought. Though the era 
was known for "enlightenment" and "progressive" attitude all over the world. 
The Archaeological discoveries and histories studies led to major 
revivals, especially Neo-classical and Neo-Gothic. History of painting 
*^  known as Prince Builder for his contribution in architecture. She was real conssicur of art. 
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flourished followed by Romanticism both literary and Pastoral. Then 
7Q 
Impressionism and post impressionism painters were develop in Europe. 
The western art historians would present this in a different light and 
describe it entirely in a different way. The new and difficult position of the 
artist gave rise to a new conception of art. There is a connection between the 
marked individualism in the world and lives of artists during the 19"^  century. 
When one considered England and her relationship with India find the 
echoes of both the major trends. Neo-classicism and Romanticism which 
express in British official art. The English wished to carry a 'civilizing'^ ^ 
influence over the world. The Anglo-Indian civilians indulged their taste for 
the romantic by the painting of water colours. The connection between 
Europe and India we find Bengali Babu's wearing a modified costumes and 
even their wives initiating fi"om the fashions of the west, it means there were 
no wholesole borrowing style, stylistic changes are apparent which was the 
result of this osmosis.^ *' 
Though it was the flow and its ambivalence that give it its special 
rhythemic life. For European realist painters object form is solid and tangible, 
Even in a realistic line drawing with the same kind of surface inside and 
outside the form. Other side Bengali artist also imitate their realism with 
modem way but the hold line stroke's were same* . A few individual painters 
of the late 19'*' C in France belonged to no group at all. They are of special 
interest to us for their pictures are linked with a kind of exotic other wordly 
§§ This concept was given by Jules Ferry that Britishers had a civilizing mission to educate the 
Indians and Africans. And Rudyard Kipling called it "white mans burden". 
*** Thus composite culture started to bloom i.e. the cosmopolitan Europe and westernize Bengali 
started coming together. 
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beauty. Gustava Moreau, probably the oldest of them was the teacher of 
Matisse**' their painting reflect the inner imaginative life, then Odilon Redon 
on the other hand painted pictures of pure fantacy, they believed in his 
imaginary lights and gave them a surrealist expression. At this time 'ism was 
enlighted over the European art. Therefore the impact of the so-called 
primitive arts of Africa, America on the European arts of the twentieth 
century was of another kind. The artist of Europe waiting for a strange sign of 
discovery of new things. Picasso, under the influence of punitive African 
sculpture, and the surrealist under that of North American Indian art moved in 
the direction of the new image or creative process. 
In this way world wide progress, with eyes fixed on the futures and 
looking back with unconcealed past which consequent to revive a new things. 
To sum up the second half of the IP*** century in Europe was a age of 
tremendous progress. Industrial revolution, technical inventions and 
discoveries in many fields led people to think of the year 1900 as down of a 
new age. But this period is also characterized by romantic movements, by the 
search of art. It was only in the 20''' century that new materials and new ideas 
united to build the modem art.^ ^^  The revival of this century, the romanfic 
painters and poets are often oppressed as well as stimulated by tragedy of 
existence, their choice of subject matter was an emotional and appeal of sense 
feelings and convey messages to the society.*** 
t t t The modem art which is culmination of earlier arts which we witness in contemporary 
times. 
t t t Perhaps they were influenced by the philosophy of Existentialism by Sartre which was more 
realistic at that time. 
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This modem manner of art had its impact on Benglai artist of that 
century. Abanindranath, Nandalal and Rabindranath especially 
Gangendranath stressed the importance of the creative individualism. They 
also laid much stress on his interacting with the world.^ ^^ 
Some works of romantic art deal with themes that are morbid or sad. 
Nandalal Bose, in his famous painting called 'Sati' paints the self immolation 
of a young widow, we may compare the Pre-Prophetile painting. 'Ophelia' by 
J.E. Millais, where the dead Ophelia was seen floating in a pool. Abanin 
dranath's mother and child is the depiction of a widow and her son. Other 
aspects of romanticism reach great height in fantasy seen in Gagendranath's 
paintings. His work was totally experimental work and contemporameous 
work in Europe, impressionism. Art nouveau and futurism and cubism. 
Among them his romanticism also seen in this pictures as such as 'Arjun and 
Chitrangada' the heroic couple united after their trial standing on a mountain. 
Besides the beauty of form and vision we find in it the use of analogy 
increasing its poetic implications. 
We would notice many such examples if we go into the field of sub 
professional popular and folk art of Bengal. We study here the excellent book 
"wood cut print of nineteenth century Calcutta" edited by "Asit Paul", 
reproduces two engraving by 'Nrityalal Dutta', two Daneer and brother and 
sister observing the "Bhai Phota" ceremony. The former the engraver effects a 
redical transformation of a common stereotypes, used of cross-surface 
§§§ It simply mean's nature or the world at large all the above mention personalities had 
cosmopolitan news who were always ready to intermingle with outside. 
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diagonals figures a sense of man it could be called the example of 'Battala' 
cubism. 
However Abanindranath, Nandalal and Rabindranath were obviously 
conscious of this lessons held for a modem creative artist. They believed in 
folk and other traditional art with modified manner. Rabindranath's span 
letters, supporting E.B. Havell's decision to dispose of the western art 
collection of a Calcutta School of art and Crafts and replace it with a 
collection of oriental masterpieces was symptomatic of such as awareness. 
Rabindranath was not against western art nor did he deny its usefiilness but 
believe in Indianness.^ ^ 
Indeed the artist like other thinkers and writers were not aware of how 
much they had already observed from the west. Though early 20''' century 
revival of art in Indo-European exchange the art school began to resemble 
'product' rather than creative works. Jean Cassou discuss to the Paris 
academies that was produced for a demand and lacking in the creativity which 
was the spontaneous gift of the real artist.^ '* 
The storm of protest that is evoked for the changes and the middle 
class had already accepted 'likeness' as the criterian in art. The originality of 
Bengal School was a reaction against an antiquated group and introduce 
change in the conception of what art is.**" But after few years, the new 
generation of Bengal School was again shown interest to the western art. 
They were inspired by Picasso, Modigliani, Matiss, Rouault and Chagall. 
**** Art becomes dead and static if it is not nourished by new ideas and themes. The decandent 
or decline started when instead of creating new a society started taking ideas from the past. 
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According to Paritosh Sen, unlike Picasso was an amateur par excellence^ '^''^  
an amateur gifted with a very original vision and which had a metaphysical 
basis. His vision encompassed entire creation, its mysteries never ceased to 
have wonders for him". 
Though the first exhibition of contemporary European Art in India was 
held in Calcutta in December 1922. The audacious works of Paul Kley, 
Vassily Kandinsky, Lyonel Fcininger, Gerhard Marcks and others including 
even the English Vorticist, Wyndham Lewis had came to face to face with 
real modem art.^ ^ The land mark Bauhous German expressionist artist 
changed the course of Indian art. 
Prior of this exhibition Indian had been exposed primarily to British 
academic art, and were generally unaware of making aesthetic movement in 
continental Europe. This was the challenge for a nation like British and its 
supermation. Though in the beginning of the modem movement its tangled 
and complexd but the effort of early pioneers was complete detachment from 
a complete overthrow of the traditional artistic system. 
However the Initiation of Bauhous exhibition was Abanindranath and 
Gagendranath Tagore's artistic explorations was confirmed. Subsequently as 
per Indian society of oriental art's report, they send the painting 
approximately Nyonel's - nineteen drawing and sixteen woodcut. Johanne's 
twenty three drawing and different printing painting, Wassily's - four water 
colour, Paul Klee's water colour, Gerhard Marcus' - twenty woodcut, Geog 
t t t t Picasso used to say or believe "nature does many things the way I do But she hides them' 
the Blue period of Picasso lasted from 1900 to 1904. Rose period from 1905-1906. His style moved 
away from the Blue period to a friendly pink tone with subjects taken from the world of circus. 
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Muche - nine etching, Lather - seven printing painting, Saphie Komer - two 
water colour, Morgit Tery - Adler not suppose to identify their paintings, also 
lots of other papers regarding this exhibition was found. The astonishing 
part is that non of the painting returned back to Europe and no body could 
recognize that painting till now. 
Although the futurism of young Asia was the potent Pro-avant-garde 
manifesto of nationalist movement. Then in 1930 Rabindranath's first 
painting exhibition in Europe, British painter wrote about the exhibition that 
'Tagore is drawing constrain us to pause and ask ourself a new? what is the 
purpose of drawing of painting of art generally. It was the sudden eruption of 
the world art.^ ^ 
Rabindranath said - "I strongly urge our artist to deny vehemently the 
obligation to produce something that can be labeled Indian art, according to 
some old world mannerism". ^ ^ 
Though modem movement in India achieved full bloom from 1st 
World War^ ^^ ^ to the Ilnd world war, when global industrialization and 
increase in trade and commerce affected India at an accelerated pace. These 
changes prepared Indians to view modernism on an inescapable force and 
they were drawn to the international spirit of the movement. 
JUJ These two world war itself had profound impact on each and every sphere of society thus its 
impact on art was inevitable. 
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(Plate. 30) Portrait of E.B. Havell by Ishwari Prasad 1905. 
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(Plate. 31) Japanese artiest with Rabindranath Tagore's Prayer Hall. 
(Plate. 32) "Bharat Mata" by Abanindranath Tagore 1905 
(Plate. 33) Sitting Buddha by Arai Kamp 
(Plate. 34) Sketch of Rabindranath Tagore by Ajuma Kazua. 
(Plate. 35) "Kali" by Nandalal Bose. 
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(Plate. 36) "Bande Matram" by Harishchandra Haldar 1885 
Balak Magazine. in 
(Plate. 37) Discussion of Tagore and Gandhi in Tempra 
(Plate. 38) Meeting of Tagore with Gandhi in his house, by Arai 
Kampo. 
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CfiapterlV 
PROGRESSIVE ART MOVEMENT IN BENGAL 
Bengal was the place where the first national art movement or the 
cultural movement emerged at a time. The event integrated several issues and 
created a 'movement' which brought together E.B. Havell, Abanindranath and 
A.K. Coomaraswamy and other. Bengal was made a specific landmark 
through the nationalist and ideologist in art trend of aesthetic which were 
prevailing at that time. They gave a significant shape to the Art of Bengal. At 
that time there was the identity crises in art. They tried to give a sense of 
direction to the art movement in the country and create confidence to the 
traditional values. 
The names of many art movements use the '-ism' suffix [e.g. cubism, 
fauvism etc.] they are sometimes referred to as isms, but basically its held a 
movement or awareness of art. The "movement" were especially important to 
follow norms or the basic thought though any transformation or any 
development is said to be "progressive", they could decide to change the 
process and development. 
The progressive movement with its awakened sense of art's mission, 
proposed that it was imperative for their work to reflect the temperament of 
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the time. They tried to assemble an aesthetic ideal that essentially belonged to 
modem life, with an emphasis on progress. Actually fact is, it was a complex 
world that rejected the models and the standard of past. The progressive 
people thought that by simply breaking with the past, they will be called as 
'modem'. Though if we define the 'modem' only a chronological reference, 
assumed that due to chronological gap the term modem has shifted. 
Accoidmg to RMskm's tiae concept of modcnv was cair/ovcT of the Mgh tide 
of bourgeois hope that began with the 'Renaissance'.' 
Similarly the temi 'modem' has been used with different cannotations 
at different times. At the time of the Italian Renaissance the modem manner 
inspired, strongly enough. "Gothic art" to some "antique art revival" to other, 
if focussing on "revivalism" as to how the art of the past was discovered and 
is being imitated or even practised.^  If the term "progressive" is applied over 
here, art movement in Bengal in modem period might not be irrelevant. 
According to "Ananda Coomaraswamy" who mentions this word in his 
book. "The dance of Shiva", he wrote - "the letters have always possessed 
and have not yet lost, what the "progressive" amongst the men have lost, the 
incalculable advantage of familiarity through oral traditional with a epic 
literature vast in amount and saturated with a great philosophy".^ 
Although, the beginnings of the progressive art movement in Bengal 
are tangled and complex. The characteristic of these movements was highly 
significant pictorial revolution - a period of experiment and adventure. India 
had its share of impact of the artistic adventure of western modem art. Its a 
result of assembled movement of world iu 1900 which reflect a Bengal art 
movement. 
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Then we may said that in the field of art there is evidence of growing 
appreciation in west of Indian or western value of aesthetics this encouraged 
the Indian artist to draw with the inspiration from the traditions and ethos of 
his own people. We remember that India was the custodian of valuable 
traditional, social, moral and artistic thought. 
Thus this movement given way to new style of painting that was the 
first aesthetic development that appeared at the turn of the century. The term 
Bengal school was associated with a style rather then with a period of time or 
with a regional development. It could be ultimately traced by pioneers like 
Tagore team with other few great artist. 
If we discuss about regional development of Bengal school and the 
main causes for these revival, then we should go through the history of early 
Bengal circumstance, which initiate the leaders or academicians to gave a new 
way of life. Calcutta was a headquarter of Britishers, all over the Indian 
intellectual personalities came over there and exchange their views, so, at that 
time Calcutta was a rich in academic centre. Someone had rightly said - what 
Bengal thinks today India thinks tomorrow. Early 20"* century Calcutta was 
seat of central government and 1917 the Calcutta university commission 
report exposed the 'Folk art' academic superiority of 'Bengal Babu' when 
they were not attending the colleges of graduation without going to certain 
colleges, so we are not criticise the artist and painters but we want to present 
the true pictures of art and academic demosntration'."* Reported by members 
of Calcutta Commission, Dr. Ziauddin; Principal of M.A.O. College of 
Aligarh (presently known A.M.U.) went over these for the inquiry and wrote 
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the survey report about the situation of academic culture of Bengal, during 
that period all over the India was awakening about education and then it 
developed and established new academic centres. The literary group survey 
all over the India encouraged the pupil for the education in every field. One of 
the pioneer of India Sir Syed Ahmed Khan, the founder of A.M.U. and he 
consider as a forefather of a academist. He was related to the administration 
of Calcutta university which was established in 1857, he visited Calcutta in 
1878-1880 to present a academic report in every field especially to awken the 
Calcutta minority muslim. If we traces the history of Sir Syed Ahmad Khan 
the astonishing part was that, in 1878, a poet and painter, 'Ly-tton" appointed 
him as a member of Govemal General or Viceroy concept.^  It was fruitful 
appointment in respect of legislature and dominance in India. As per 
observation of these period researchers, Sir Syed Ahmad Khan and R.B. 
Tagore are somewhere interlinked to each other, means the concept of 
awakening the Indian people regarding "Indianness". The idea of founding 
the universities for higher education with some decipline another common 
thing is both took idea from outside. 
These reports clear that the literary and cultural awakening was already 
exist into the mind of eminent personalities of India from late 19* century to 
20 century so these 'academist' to 'academic' movement glorious bloomed 
all over the India at that period. In this way the revolution of education in 
literature and art and craft was nurture to the public of Bengal. The basic 
thought for foundation of universities, A.M.U. and V. Bharati were more or 
less same, both of them ga\'e a new hegemony to Indian pupils, both of them 
believed in development "advance" education with the traditional ethos, so 
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we can supposed to co-relate them as one was forefather of academist and 
another one was father of 'cultural academist'. 
However, the cultural efflorescence that took place IP*** and early 20'*' 
century in Bengal with a evolved as a vital centre economically, politically, 
culturally and emerged as the "Bengali Renaissance". The position of Bengal 
in the sphere of visual art was a peculiar one. Educated Bengalies have been 
eager for artistic expression form the art creation of extinct tradition of 
southern and western India viz. those of Ajanta, Rajput and Mughal art.^  
Abanindranath had played a pivotal role in the process of developing the art 
languages of 20"* century in Bengal with Havell. The neo-Bengal artist have 
been able to demonstrate their genius in sphere of painting and have 
deservedly established for themselves the foremost place in this sphere in 
modem India, but there is no gain saying the fact that in the main their has 
been a borrowed art.'' As per "Ratan Parimoor" observation, he focussed that 
the whole process of this movement was tapped by Indian artist in 20'*' 
century, which they would rather enumerate as influences, there was the 
muitifacet impact -
(a) Influences of miniature painting from Mughal, 
(b) Influences of Ajanta style, -^ 
(c) Influences of folk art, / 
(d) Influences of Indian life and environment, 
(e) Influences of western art, / 
(f) Motif of south Indian painting, ^ 
(g) Influences of Indian religious epics.^  ^ 
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Then it witnessed that a new culture emerging in India, is mixed 
culture of dichotomies, namely east, west, past, present, rural and urban, 
industrial and technological. So, there is the inevitability of change in the 
traditional social structure, urban growth and the urban elite, as distinct from 
rural masses and their way of life. The question is, are we in our cultural and 
creative manifestation trying to come to terms with our own times or collect 
the idea of national basic indigenous sources'.^ 
Many event and causes had taken places and also necessary to built up 
this movements. Abanindranath could take the epochal step of re-aligning 
himself with the native tradition which had not been even fully known and 
understood around the year 1900. 
The famous Tagore family played a significant role in this area as they 
were pioneers in Art and culture first associated with this multitalented 
members of the family. They are the 'oldest Jamindar' in Calcutta and 
surrounded by elit group. Basically Calcutta was a great commercial city and 
established a trading past though the aristocratic family and elite group of 
people was assemble there and Britishers also rewarded that place. Among the 
factors contributing to this ambience was firstly the growth of a lively new 
middle class. Calcutta was a growing city to which migrated members of 
people who had served their connection with the land and become interested 
in trade, industries and the professions. Thus grew a urban culture different 
form the feudal aristocratic communities of earlier times.'° Thus middle class 
was largely built up the higher caste Hindu families who adapted for the 
fashionable western bearing attitude and customs and tlirough them suddenly 
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confronted the vast field of western ideas and way of living. Their upbringing 
fashionable thought could divided the classes among middle class to upper 
class and Elite class. 
However at the same time art and culture storm was blown over these 
ancient town, the critical observation explore that the main focused of this 
movement spread over the urban elite and its widespread to the people of the 
higher society of Calcutta So, we may said that at that time school was 
depicted as a "urban school of art", in painting also reflect the authentic 
society of that period, if counted the labour or lower class of that city, they are 
not as a grass root level, they got the privilege as a "urban poor" level, the 
paradox was Bengal School artist language and its idioms are mainly derived 
not form the soil of Bengal or the living traditions of the Bengali race, but 
from extinct traditions extraneous to Bengal.'' 
The tide has turned to Indian art is on the way to recognition. It was 
perhaps not yet time to deal fully with the causes leading to this new 
orientation since we were yet in the transition stage. A principal factor in this 
transformation was the renaissance movement in Indian art led by 
Abanindranath and Gagindranath Tagore. It was true the prior to the activities 
of these artists many monographs had been published on the ancient 
movements of India.'^  But they reached the eyes only to the learned few and 
these unfortunately were mostly derived from the artistic perception necessary 
to appreciate works of art. 
Art movement was in progress in India established art school in 
different places such as Calcutta, Madras, Lahore and Bombay, where the 
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westernised education system was followed due to this reason. The artist was 
not creative and vibrant. The result was the production of pictures, subject and 
style was totally foreign style'^ But such group which was established this 
school tried to re-established the new pattern of art in India but these attempt 
of restorations was not along the traditional lines of ancient Indian practice 
nor was it in keeping spirit of art indigenous to this land. 
Indeed, the downfall of Mughal, Rajputana or the hills of Kangra and 
Garhwal, those were remained tried to adopt the technique of the western with 
disastrous results. Thus indigenous art was rapidly approached extinction at 
revival was made. The Indian's ancient style. 
According to Havell's report, which was preserved in Rabindra 
Bhavan archives in Viswa Bharati university. In "Art and Politics" report, 
state that, "there has been in the last 20 years a new development which has 
also been described as a Renaissance of art in India, that is to say a small 
section of India's intelligentsia has thrown aside the indifference to art bom of 
the revival of the practice of miniature painting which was one of the 
intellectual recreations of the courts of the Mughal and of the Indian 
aristocracy until the beginning or middle of the 19* century.... The revival 
had made Indian painting again to a certain extent aristocratic and 
fashionable, that to say, fashionable for society function and exhibition as art 
is in Europe. Its has given birth to an Indian art Review".'"* 
Havell was a principal of the Government College of art and craft. He 
attached with Abanindranath and few other intellectual personalities. He gave 
maximum effort for the development of Bengal School. Then Abanindranath 
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appointed as a Vice Principal of that College in Calcutta (1905-1915) within 
his span of time the founding of school was in solid range.'^ 
Abanindranath's first students namely Nanalal Bose, Gagendranath, 
Suren Kar Iswari Prasad Verma, Kshittendranath Majumdar, K. Venkatappa, 
Hakim Mohammad Khan, Asit Kumar Haider, Pramod Chatterjee and Sunaini 
Devi. Unfortunately, it was not possible to trace work of Samit-uz-Zaman 
who started off as a company school painter and later joined A.B. Tagore. 
Sumaini Devi was an important figure belonging to the Tagore family means 
Aban's sister.'^  
These movement drew the attention of the Bengali intelligentsia from 
the very beginning for its nationalist overtone. The editor proprietor of the 
foremost monthly journal of India, boldly exposed these mission. Modem 
review, Pravasi, 'The studio, Sahitya, Bharati Rupmala etc. its represent the 
development of school of nationalist movement. 'Shilpa Pushpanjali' one of 
the famous magazine of that period, people believed that it was the first 
magazine of art and culture of that period. Indeed in the beginning it was plan 
that the public reaction was not at all favourable, humous writers joined in 
cheap criticisms illustration with cartoon, appeared in the pages of all 
periodicals interested in the movement.'^  But when painting by the various 
schools of the medieval and late Mughal, Ajuanta, the decoration of the 
ancient temples etc. were all studied with a new interest, resulting the national 
art consciousness, which was totally absent before, that react a favourable 
effect in the societ\'. 
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Calcutta 
20-01-2009 
Dear Mr. Havell, 
At last we have succeeded in rousing the Calcutta Public-I mean the 
Bengalis- 'Sahitya Parisad' the foremost literary Society has presented you 
with an address in a public meeting specially held for the purpose. 
Of course your latest Book' gave the finishing stroke. The tide has 
turned back let us hope it will continue flowing in the right direction. There 
was a large gathering, my Uncle Rabindranath Tagore the Poet took the Chair, 
all our best men also the art student and teachers being present. The meeting 
lasted full three hours. Mr Percy Brown was there and even I poor picture-
maker had to make a little speech in Bengali which I find was very much 
liked although I served it to them very bitter! It is a good sign when a sick 
man likes bitter mixture don't you( thing so? 
I am enclosing two cuttings from the Bengali Amrita Bazar. Didn't I 
tell you that the tide has turned? This I call artistic revenge. I send you fuller 
reports by the next but let me assure you that the Society never gave such an 
address to any other Englishman before & I as an Indian will feel really proud 
if I get such an address in my old age from the institution. 
I very much hoped that my best friend shall have some things better 
than the school boy address which Ghilardi got and at last I am satisfied. 
Wed are entrusted with the work of illuminating the address, also 
doing for you your portrait in the Indian style which I hope to get done nicely 
in the School. 
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My only regret that you are not here to receive the address personally. 
Mrs. Havell would have been so glad to see the meeting. In honouring you I 
think that my countrymen has learnt to honour their own art. 
With all best wishes, 
Yours sincerely, 
Sd/A. N. Tagore 
Sister Nivedita who was initiated for the development of culture and 
promoting the new style of Bengal art, she gave advices to Nandalal and Asit 
Kumar Haldar to copying the Buddhist painting under the supervision of Lady 
Haringham. These copy was published in "The Burlington" magazine. Before 
the visit of the group of Bengal School Mr. Ferguson, who had great interest 
in Indian sculpture and architecture, gave the details of Ajanta art writing. 
"Rock cut Temples of India" on the East India Company, then Robert Gill 
was prepared a thirty copies of Ajanta paintings and continued ten years those 
copies (was) published in two volumes. Among them news/was ^ displayed at 
South Kensinghton Museum but others were fired. The Japanese visit there 
and they alsoftake a inspiration pn art form there. So the imitation of Ajanta's 
work of style was continues in different way in different period.'^ 
Nandalal was also influenced form Ajanta's style of work and in 1911 
and 1912 various painting^xhibition)was^eld on oriental art society, so the 
development of the Bengal style of work was actually outcome by A.B. 
Tagore and the collection efforts of his student. It was the turning point of 
Bengal school movement, A.K. Coomaraswamy delivered the lecture of this 
matter in 'Art and Swadeshi'. Wrote a 1913 was published in madras, 
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describe the present situation of Bengal School of Art.'^ These was gladly 
accepted by the art conscious people of Bengal. In 'Studio' magazine was 
published the attitude at that period of the critic view was summarised by 
Bengali Doggeral, i.e., 
"Purbe meye urbe chai 
Tobe tar gan gai!" 
"Mean let the daughter be cremated and her ashes blown to the four 
winds, it will be time then to sing her praise".^" 
One of the nobelist of Bengal are support to the Bengal School was 
Rabindranath Tagore gave his initial support to the Bengal School though his 
time his vision demanded a fiiller view and hence a separate from the 
"movement". His educational institute, Vishva Bharati at Shantiniketan 
devoted a national Pan Asian universal vision would be his chosen vehicle. '^ 
In 1902, Japanese artist, thinker, ideologist revivalist of Asianism arrived in 
Calcutta. It was Okakura visited India for the awakening of nation and send 
other artist Yokoyama, Taikan and Hisida Sunso, after that invite 
Rabindranath in Japan, and invited another artist Aral Campo to teach at his 
school in Shantiniketan. In Vichitra Club, Nandalal learn the Japanese 
technique from 'Arai'. During these days Vichitra club invited Jagadish 
Chandra Bose to paint a mural, depicting the scene of Mahabharat on the 
inner wall of Bose institution. 
Thus the Bengal School matured in reaction of these and a few other 
efforts that the consolidation of this movement occurred during the swadeshi 
movement that 'an-in-buiit-artistic criterion was established with art. This 
would sooner or later artistically fossilese the movement. 
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After the division of Bengal the feeling of Indianness moved ahead as 
an important part of the national movement. The national leaders by adopting 
the feeling of "Indianness" announced a boycott movement. The burning of 
evils of fire of 'Halika Dahan', non-cooperative movement, celebration of 
Rakhi Bandhan etc. are of example of nationalist feeling.^ ^ 
At that movement R.B. Tagore wrote a 'Eng-Beng' patriotic song, 
which was mainly criticise the nationalist pupil for their reluctant behaviour 
about nation. It was published on "Prabashi" magazine. He cried -
"Ma ebar male shaheb hobo, 
Ranga chule hat boshiye, 
Pore notiv nam ghochabo, 
Sada hate, hat die ma bagane berate jabo 
Kalo badan dekhle pore "blacki" 
bole mukh pherabo"^^ 
which means my mother (Goddess), my desire is that I will become a Saheb 
(British) and will be proud with my red-brown hair and in this way I will be 
relieved from my 'Native' name. 
And then I will hold another white hand (British Hand) and will walk in the 
garden and at that time I will turn my face if I see any black native and mock 
them 'blacki'. 
In this way poet, writer and artist of Bengal School all of them 
combinely raised their voice against this agitation, so, first time, the 
movement gave rise an infrastructure separate from British patronage. The 
other artist of Bengal School excluding Tagore group are Samarendranath 
Gupta Saroda Ukil, M.A.R. Chughtai and Jamini Roy were the student of 
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Abanindranath.^ ^ They exhibit their painting in different places in India and 
other countries also, to introduce the new style of paintings. 
The aim of this association was organise the exhibition of oriental art 
and send the message through publications. In 1908 society arranged the first 
exhibition with their first group of student. These exhibitions were remarkable 
record of "progress", recorded in 'Dawn magazine'. These exhibition was 
gaining the popularity of the Bengal style of paintings .^ ^ 
The second exhibition was held at Shimla in 1909, 'Omar Khayam' 
painting of A.B. Tagore and was admired by English artist too. Then 1910, 
the 'Dream of'Shahjahahan' of A.B. Tagore, 'Mahadevi' Nandalal Bose, Asit 
Kr. Haider, 'Krishna and Yshoda' and also Venkatappa, Hakim Mohammad, 
Hironmoy Choudhury's metal work was exhibited.^ ^ 
Nandalal's 'Ahilya' [Plate 41(i)] was the third exhibition of this group 
which was appreciate by Nivedita in visible in "Modem Review" magazine. 
Then fourth one was held at Allahabad in 1911 with Coomarswamy's 
miniature, Gangooly's works, Venketappa's tempra. The fifth in 1912, the 
copies of Ajanta by Nandalal, Asit Kr. Haldar and sketches of Surenkar. In 
1915. ISOA exhibit the woman artists paintings that is Promita Devi, and 
Sunaini Devi participated in first time in Bengal school exhibition.^ ^ Sunaini 
Devi was a sister of A.B. Tagore, became well known for the folk style of 
work like Jamini Roy, Sunaini Devi, Promita Devi and Shanta Devi were the 
three women artists in Bengal School of that period. 
Among the exhibitions, the local exhibition in Early Bengal art was fall 
into two groups - (a) Paintings and (b) sculpture. They also divided into two 
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section, that related to the Modem school, i.e. works executed in the western 
method and the indigenous Indian School. The local exhibitors of the modem 
school are such well known names as B.C. Law, E.A. Harris, Atul Bose, H. 
Majumdar, F.C. Scallon, Satish Singha and late G. Jino. Added some 
promising pencil drawings by the students of the Govemment school of Art.^ ^ 
The Indian section contains much more careful study of pictures by D. 
Rama Rao and Rahman Chughtai, Jamini Roy and many other artists. One 
some Japanese paintings of Indian subjects of an intriguing nature were also 
represent there. And in sculpture section V.P. Karmakar was create a notable 
production among others. These 'whole report was published in catalogue of 
"Exhibition in Kalkata" in 1923.^ ° 
In 1915 on the other side exhibition travelled to Madras with "the 
world famous works of the modem school of Indian painting". In south, for 
the first time the exhibition was held by Arme Besant and C.P. Ramaswami 
Iyer, a prominent South Indian, while it was prepared and advertised by 
Basent's paper 'The commonwel'. The exhibition was not only to inform the 
south of artistic genius to the nation but to create the unique collection of 
oriental art. 
In this way the early pioneers of Bengal School were exhibited their 
painting not only India but also try to spread over the other countries too. 
They exhibit their painting in London, Paris, America, Japan, New York etc. 
and also exchange the views and style of work. 
The first ambitious exhibition of art in the west took place in Paris. 
Bengal School was greated with silence by the English critic. IN 1914 by the 
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President of the French RepubHc, Reymond Paincare was opened this 
exhibition. Suzanne and Andree Karpeles was arranged two hundred painting 
of Bengal School for the exhibition. Havell and then John Woodroff was also 
joined this exhibition to encourage the artist. '^ 
After Paris show it travelled Belgium and Holland, before arriving in 
England. Then exhibition was held in London at the imperial institution in 
1914, under the aegis of the Indian society. But among the artist Iswari Prasad 
and Gagendranath's works was not impressed to the pupil of London, claimed 
by "The Times of London".^ ^ These critical views offended O.C. Ganguly. 
One of the most striking thing was that exhibitions of Bengal art movement 
was held on a few months before the outbreak of the first world war. 
Secondly English critics viewed Indian art as clashing with the progressive 
tenor of life in the west. So the situation was clout in the whole world. 
Then in 1924, the travelling of oriental, art was organised by the 
American Federation of Art. O.C. Ganguly remarked 'to America belongs the 
unique distinction of housing the most representative collection of Indian art 
...".'' Then these exhibition travelled to Europe. 
On the contrary one of the important exhibition of European paintings 
in India was held on 1922 in Bauhas. It was culmination of Euro-Indian 
paintings. Rabindranath Tagore was a initiator of that movement.^ '* but 
unfortunately the situation was tangled and complex. Another group was raise 
their head against the group of early pioneer's thought. 
With the European influences in 1940s onwards, this new spirit of 
artist thought was more advance then the early group they also called 
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themselves a "progressive group" but people address them as a "Calcutta 
group". But here the progressive word used in other sense actually this word 
basically used in political field. The Marxist of Bengal used this word as a 
'power' and 'achievement' so these group represent themselves as a leftist 
group, they had a nostalgic feeling regarding the Bengal paintings but some 
artist of this group state that 'why we still called our group "progressive" not 
the retrogressive institution", we change the all leftist fantacism which we 
have manifesto a new group".^ ^ Yet it was a exciting situation in Bengal artist 
and the pupils of Bengal, where to be the part of the brave new modernism. 
They inspired a new ideology to creating a new synthesis between the East 
and West. 
Though, here the progressive define as a anti-traditional advancement 
in paintings and depiction of new concept of life. Early 20 century artist was 
able to placed before the unconventional idea and new approach towards life. 
Therefore they were able to grasp and to efforts the Indian point of revelian in 
a methodology of new concept and India's of life and society that's why we 
used to called this approach of new life as a progressive idea and vision'.•'^  
But, the amalgamate situation and problems was not timid the Bengali 
artist, their representative of courage and in good colours of life, their concept 
and ideas of encouragement of people for the knowledge and struggle for their 
clear concept of life or art. 
Early Pioneers 
The Bengal School was largely moulded by the personal style of its 
originator Abanindranath Tagore. Its Victorian qualities, romanticism an 
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interest in the past and its literary beginning remain at once of Pre-
Raphaelites. 
With this understanding of Indian's rich art heritage Havell took the 
historic decision to revive art and craft centering the Art school. But when he 
decided to replace the forty years' old moribund European 'Academic' art 
education by the traditional Indian art teaching, a serious agitation against this 
measure was launched by a section of Calcutta's elites voicing their views 
through the press. A determined Havell however went on with his mission 
and is a daring step sold out all specimens of European paintings and 
sculpture. In this episode, the reviving Indian art found in Abanindranath, a 
promising painter of the Jorasako Tagore family. 
He was the great grandson of Prince Dwarakanath Tagore. He was the 
first among the great members of the family was avoid collector of western 
sculpture and painting. Recent writers like Partha Mitter, Ratnabali 
Chatterjee, Tapati Guha Thakurta and R. Siva Kumar was present him as an 
artist of nationalism and its aesthetic. His art of 'revivalism' and nationalism, 
become interrelated and developing terms, loaded with culture and political 
implication. 
Abanindranath was an outstanding painter and a compelling story 
writer. In a biography on him, by his son Alokendranath Tagore, there is an 
anecdate which reveals his character. When Abanindranath was sixty years 
old, a Dutch professor bought his painting, Zele-ul-Nisa - the veiled poeters. 
And praise his painting but A.B.Tagore remarked that "Sorry, I'm still 
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learning". It reveal that artist attitude towards art to study, to borrow and to 
assimilate. 
The residence of Jorasanko with the famous Dakshiner Barandhe 
where all three Tagore (brothers, Gagendranath, Abanindranath and 
Samarindranath worked became the center for discussions on all aspects of 
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Indian art accessible to all those interested in creative endeavours. 
Initially, he learnt to sketch from his father. Gunindranath Tagore, who 
had himself been one of the first students of the Calcutta school of Art. Later 
on Abanindranath had joined the school, first under an Italian, O. Gilhardi and 
then under Charles Palmer. He had acquired the rudiments of Western 
technique from them when Havell declared his dislike for the methodologies 
of teaching in art school, Abanindranath felt an emotional affinity. In these 
days, Havell showed him some Mughal miniatures and Abanindranath 
realised for the first time what treasure lay hidden in the medieval art of India. 
On this context Abanindranath had said - 'look me up and shaped me and had 
my reverence all through as the "guru".^ ^ 
Though Havell's advices for the adoption of the Indian ideals of art, 
which were spiritual and introspective, appealed to his soul. But the 
transformation occured the moment he studied the album of 'Delhi Kalam' 
and a few pages from the Irish illumination painting. He immediately 
discovered that painting is a different domain all together. Pictorial is 
independent of visual manifestation, colour is the intuitive vehicle of 
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emotion. 
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Hereafter, Abanindranath's search for an Indian ethos led to the 
outcome of the Krishnalila series, which had an Indianness quality and tenor. 
But his equipment was limited to the training he had earlier received at the 
Government school of Art. A training which had left him a weak draughtsman 
and given him no feeling for strong design or powerfiil colour. The basic 
qualities of the Calcutta school of Art were still in essential, simplicity and 
feebly British. 
Though Bengal School had revived a new style of art. E.B. Haveil, 
then, the principal of the art school in Calcutta had great interest in the 
originality of painting while Partha Mitter and Tapti have contributed 
immensely to our knowledge and understanding of the period in which 
Abanindranath worked and its cultural discoursing. They tended to look at 
him more as the leader of a nationalist school of painting rather than as an 
individual artist.'*' 
Under the guidance of Haveil, Abanindranath was particularly attracted 
to Mughal and Pahari miniature and their influences can be seen in the 
Ritusamhara pictures and in some of his paintings based on Mughal theme. 
Two paintings from the Ritusamhara series - The traveller and the Lotus and 
Avisarika alongwith Buddha and Sujata [see Plate 4(i), 6(i)] were reproduced 
in the studio in 1902 and the Passing ofShahjahan, The Building of Taj and 
the Capture of Bahadur Shah were shown at Delhi Durbar exhibition of 
1902-03.'*^  
Though Abanindranath borrowed the theme and the compositional 
model from indigenous sources, but he breathes a new feeling into them, 
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partly by infusing the figures with realism which was absent in the regional. 
He chose to paint pictures on subjects taken from the Indian history, epic or 
even from more romantic tale such as those Arabian Nights or Omar 
Khayyam.''^  [Plate 4 l(ii)] 
He came to realise that Indian style could never attain great height by 
merely adapting European style. Though he desire to assert the artist his 
individuality and personality. He became Vice principal of Government 
college of art and craft and introduced new style of work. He freely 
synthesised the decorative elements of Irish music sheet illumination, 
compositional elements of indo-Persian miniatures and the literary sources of 
medieval Bengali Vishanava poetic works. 
According to O.C.Ganguly "were designed as an organised protest 
against influencese and as a passionate plea for artistic expression through 
indigenous form, a plan for the use of the old vernacular art of India as the 
medium of a truly national art.'*'' 
Binod Bihari Mukherjee, who, I think the most authoritative writer 
does not make any statement which would support the above stand. On the 
contrary he said - Abanindranath's fame in India rests on the fact that he is 
the reviver of Indian art, where as, in fact he never wanted to rediscover 
anything with any specific effort".''^  
Above all, no doubtedly we can assume that Abanindranath had an 
inevitable patriotic personality. His contribution in swadeshi movement was 
the best example of his patriotic feeling. With the support of his uncle 
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Rabindranath Tagore and other artists of Bengal School, he spear headed 
Swadeshi movement and "Banga Vanga" Movement in Bengal. 
The new school of art was profoundly motivated by Japanese artist and 
British colour techniques. It evolved a novel way of using the media, this 
came to know as 'wash' technique, and became the hallmark of Bengal 
School. 
The colour washes are repeatedly laid around sensitive outlines. The 
transparent pigment alternates with gouche to secure both luminosity and 
volume. Taikan's brush dipped in water to soften the forms gave 
Abanindranath the idea of dipping his own painting into a bath water. The 
paintings of darkness of the twilight in Dewali and The ambivalent space of 
the sky in The Siddhas of the Upper Air done during 1903-1904'*^ was based 
on the above technique. 
However, Abanindranath's literary banning are important in this 
connection. He was himself a distinguished writer and stated publishing his 
book as a painter. His book 'Bageshwari Shilp Prabandhawali' composed the 
theory of art, especially described the "six limbs" of Indian painting. His 
biography "Shilpa Guru Abanindranath was wrote by Rani Chandra reflects 
the light of his life. 
Abanindranath left the Government art school after deference of 
opinion on the issue of student discipline with the principal, Mr. Percy Brown 
in 1915. He left the school to turn all his energy in building an artist studio at 
Jarasako house which later came to be known as Vichitra Club. A.B. Tagore 
initiated this platform for the active field of art and culture. Abanindranath 
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was not only an artist but also an ideal teacher. He was able to recognise the 
internal power of his disciples, instead of moulding their thought. In 1985 Mr. 
Lala Ishwari Prasad was invited from Patna Style of painting for the sake of 
sharing his knowledge of Mughal art. He was one of the profound disciples of 
A.B. Tagore'*^  alongwith Nandalal Bose and Surendranath Ganguli among 
others. They stand on the front raws of his disciples. 
However a group of enthusiasts for Indian art, both Indian and British, 
had formed an organisation called Indian society of Oriental art. His brother 
Gajendranath continued to teach in a formal manner. The society become an 
important platform for the presentation of the new art. Then they produced a 
journal "Rupam" edited by O.C. Ganguly, the new research of pioneers and 
good colour production.'*^ 
The most important products of the Indian society of Oriental art were 
the student of A.B. Tagore and Gagendranath who, in spite of the great 
controversy and criticism of the school, were loyal in their adherence to the 
style and to their 'Guru'. 
Gagendranath Tagore was elder brother of Abanindranath. Belonging 
to the same family, but in art. However he had independent mentality and 
cannot include himself with specific institution. 
Both Abanindranath and Gagendranath belonged to the same period of 
social, economic changes in India. In this period, Shantiniketan became the 
centre of the so-called revivalist style under the leadership of A.B. Tagore and 
Nandalal Bose. But Gagendranath first time made serious attempts to come to 
terms with European art while simultaneously striving for a personal style.""^  
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Whereas Abanindranath collected around him band of artist, Nandalal 
Bose, Asit Kr. Haidar etc. who at that time transmitted the light of the master 
across the length and breadth of India, Gagendranath elective genius 
functioned entirely outside the ambit of the revivalist movement around 
him.^ *' The politics of the new movement in Bengal the critic and art historian 
was anxiously served his views, to compare with Gagendranath to 
Abanindranath, there harsh stated "the revival period up to 1915-20, some of 
the Abanindranath works shows originality and some of Gagendranath's work 
is outstanding. Archer, writing on Bengal School nearly fifty years after Fry, 
agreed with his view.^ ' 
His paintings therefore was a leisure activity and shows great range of 
Indian independence. He was interested in social and political problem, big 
hearted, versatile and a man of sentiment. His sense of irony is displayed in 
his comments o contemporary life and mannerism, and finds expression in his 
Posters used to paint of his times to interested in black and white paintings as 
sketches with some time gold background. After 'Ogata Korin' (e.g. Elephant 
procession) these experiments however, were not of much consequence, 
artistically. Gagendranath painted over including several kinds of paintings, 
and the specific methodology, i.e. painting of romantic subject with a fairy 
tale atmosphere, abstract painting with a sense of the mystery of light and 
cubist painting. 
Gagendranath's experiments is so-called cubism art, in fact was so far 
removed from the original concept of cubism which Picasso and Braqure 
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developed that they can better be described as semi-cubistic abstractions with 
an emphasis on structural quality in the images, dreamy interiors.^ ^ 
His significant sketching is fairy land, Desolate House, Parul and her 
Seven Brother [Plate 42] and Garden party. In these particular sketching of 
them the sketches with black ink have been optimally used. His animate and 
dynamic crystallizing into cubes and cones had build up a systematic 
structure, they express the radiation, turbulent, hovering or pacified force of 
inner experience. 
According to Niroda Chowdhury, "Gagendranath's inspiration was 
psychological rather than artistic. He was more concerned with the emotional 
and ideological significance of things than the attributes of form and 
structure.^ '' 
Though, an active member for the cause of independence and swadeshi 
movement he played a revival attitude under the leadership of Abanindranath, 
Rabindranath and Nandalal Bose. He made different posters of cartoon 
regarding this movement. In this way in 1912 they came in limelight 
alongwith Rabindranath Tagore, in which pictures made by him were 
published. He was one of the member of Bengal School but he broke away 
from the old traditions and conventions and worked out an individual style 
which gave a new direction to the art movement in India. Rabindranath was 
eventfully to show just these strength when he visit to Japan and wrote to both 
the nephews' from Japan admonishing them for their timidity as travellers, the 
painting had barely crossed his mind - "Gagen, within on earth are you going 
to step art of the house and travel the world? I am now sending along... an 
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artist call Arai,.. There is nothing so good for an awakening of consciousness 
as a good joint from the outside.^ ^ 
Though Rabindranath Tagore was somewhat read pulse and not to 
bound his freedom. His pictures are preserved specially in Rabindra Bharati 
Calcutta and Viswa Bharati Santiniketan as an appreciable work. 
Rabindranath Tagore, a poet and philosopher become a painter at the 
age of sixty seven and surprised the world. The great poet and writer who has 
represented the nation to the world. Tagore's art is related to play or 
spontaneous activity and also to the poetic imagination that dwelt within him. 
He did not receive any formal training in drawing and painting. He 
apologetically in 1930 stated "I, as an artist, cannot claim any merit for my 
courage of the unsophisticated, like that of one who walks in a dream or a 
perilous path who is saved only because he is blind to the risk:".^ ^ 
Tagore is a true expressionist as an artist. The world is real to him only 
to the extent, he was in harmony with it. IN a country where conversion plays 
an important part in life and where traditions seems to follow one another, his 
independent rebellion was not even understood, no tradition and responsibility 
determined their form. One can contrast his work with that of Nandalal Bose, 
who felt a sense of responsibility to create something for society and 
belonging to the stream of tradition. 
Tagore inspired the creativity of artist for art and vision of new things 
in an he discussed one story for this matter, his idea was -
"A child came to me and commands me to tell her a story. I tell her of 
a tiger which is disgusted by the black stripes on its body and comes to my 
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frightened servant demanding a piece of soap. The story gives my little 
audience inmiense pleasure, the pleasure of a vision , she could vividly see 
[the tiger], because by the help of her imagination it became her own tiger, 
en 
one with herself, and this union of the subject and the object gives us joy". 
He wanted to give a wider shape to the Indian art movement and 
founded the Kala Bhavan at Shantiniketan with Nandalal as its principal. In 
order that this institution might not turn into a fortress of conservatism he kept 
it open to the light and air of the outside world. Andre-Karpele, Mrs. 
Milward, Miss Liza Von Pott and other artists from abroad were invided to 
Shantiniketan as art teachers. 
Rabindranath travelled all over the world for the purpose of observing 
the culture and art and spread the style of work of Bengal School in other 
countries. He visited Argentine, where he observed paintings. He felt the need 
of an adequate and congenial atmosphere for creating art freely which he 
established at Santiniketan. In this way he also visits China to build a 
paramount bridge between China and India. 
Rabindranath's images were bom of a powerful imagination and a 
sense of rhythm that characterises the Indian and Persian decorative art 
expression, moreover there is a kind of spirituality in his forms of men, 
women, birds, animals and trees and even inanimate objects. 
The beginning of poets art can be traced to the dodles and deletions, he 
made it while writing verse. He had a naturally beautifully handwriting, 
rhythmic and clear, and arranged his lines on a page in an unconscious 
pattern. Often he crossed out lines or words not required and joined these 
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together in an abstract pattern. The drop and loop shapes come easily to 
Tagore's brush or pen. Although related in the oscillation of their curves to 
'free form'.^ ^ 
Though Dominating black ink lives divide the tinted areas which are 
themselves of intriguing shapes sometimes fantastic birds and legendary 
animals, finely cut in arabesque and sometimes mask like faces in profile or 
oval shaped. In his women figures and sadness expression of a certain far 
offiness. In more then one female face we find the same pairs of eyes, so to 
say, shinning brightly with a sad look. Nandlal Bose asked Tagore about this 
eyes, he said - 'The eyes of Natun Bouthan are so deeply impressed in my 
mind that whenever I sit to draw a human figure those very eyes begin to 
dazzle before mine and I can never forget them".^ ^ These was one of the 
example of Bengal School painters, they represent the 'eyes' in this own 
feeling but the shape and size are same manner. 
Though people said that he had drawn a few female faces with ironical 
smile and most of them are non-Indian faces.^ ° But each faces express a 
distinct mood or character. It is fully in accordance with the Indian tradition 
of art. 
His colour schemes are dark harmonies of deep mystery, from where 
the figure often emerge with light 'outlines', his few painting like Night of 
Dream, male head and man riding a donkey in pen and ink are opt 
examples.^ ' [Plate 43] 
The nature of worm colour is that it tends to move forward while the 
cool colour tends to recede or move backward, the quantity of stress colour 
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could now ignore the perspective and yet express the distance. The 
expressionist the cubist and the abstract artist were seen to use figures with all 
kinds of distortions, Nolde, Mattisse, Picasso, Braque, Kandenisky showed 
the tendencies to ignore natural forms.^ ^ So Rabindranath might have realized 
that paintings maintain an overall balance and has a story and novel idea of 
communication. European paintings were able to form a good work but 
outside the limits of traditionalism. 
In the year 1930 an exhibition was held for his painting in gallery 
Pigal, Paris. After achieving success in his exhibition he had moved to other 
exhibition like London, Berlin and New York. In the year 1946 his four 
paintings were selected in International Modem Art Exhibition UNESCO. 
This was the starting of the realist movement. It was most logical to be 
conceived by artists and writers to move from the idealized to actual form of 
art. This nephew, Abanindranath and central figure is the so called no Bengal 
art movement, felt almost the same way. They advised his followers to get 
cultural antecedents, their myths, history, folklore, customs, etc. 
Nandalal, one of the student of Abanindranath, the most resourceful 
and responsive to his ideas, came to Santiniketan in 1914. He was already 
considered by many as the crown prince of the neo-Bengal art movement. He 
received a flattering reception at the ashram. Rabindranath did a literary roll 
out of red carpet and composed special verse in his welcome song that 
embarrassed Nandalal, song is -
"Tomar Tulika Ranjit Kore Bharati Chitto 
Bangal akhhi bhandare se je jogae notun Chitto, 
Bhagyabidhata 
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Tomar tulikai Kabir hriday 
nandid kare nanda, 
Tai to kobir lekhoni tomae parae 
apanchanda...."^ 
means - your brush strokes decorate the Indian art so as to the reservoir of 
Bengalees and Bengali literature. It gave a new flow of art. Bengal is proud to 
get such excellent paintings of yours through which Bengal Fine Arts or 
Bengal Paintings are appraised by the country men and abroad. Obviously the 
God has blessed you and has given you a new Mantra of painting by which 
you are welcomed and recognized by the world and in this way you have 
placed your name in golden letters in the field of world paintings. 
Poet's mind is full to the brain of happiness for your magic touch of 
your paintings, so the poet's pen through v^itings do welcome you in a new 
passage of immortality. So the poet's blessings are showering to the painter 
(Nandalal Bose) with a great hope that the painter may be involved in creating 
new art of paintings which will give new tastes of labour to the future painters 
with a flow of water falls like the Lord Shiva's matted-hair flows for the 
people of the Universe. 
The environment of Santiniketan attracted him away from the crowded 
city of Calcutta. After his first experience Nandalal became a compulsive 
nature painter. 
However, Nandalal observed that Rabindranath wented the Kala 
Bhavan to be a creative hub from where a broad based art movement could 
emerge. Rabindranath's ideas about art education and the demands on the 
inslilulion were developed. Although Abanindranath's students started b> 
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painting historical themes in the wash technique which was adopted from 
Japan and became the identity of Bengal style of art. 
In 1910 when Bengal school was convinced of the need to break fresh 
ground he met with Coomaraswamy around this time changed his perception 
of tradition. His visit to Ajanta with Lady Harringham, have revealed how 
different level of language of art persist. Then he meet with Okakura whose 
advice was to combine tradition with individuality, 
Rabindranath invited Asit Kr. Haldar in 1911, and introduced the 
faculty of Kala Bhavan alongwith Nandalal Bose, they(know each other from 
the beginning of their artistic life. As a student of Abanindranath in 1905 both 
of them came in close contact from the Ajanta tour and was rightly influenced 
by his work. 
In 1920-21 Nandalal Bose, Asit Kumar Haldar and Surendranath 
Ganguli went to a Bagh again to prepare the copies of it. In this way Nandalal 
became familiar with the great school of Far-Eastern art. He travelled to 
China, Japan, Barma to collect the knowledge of art. His work bore an 
affirmation of nature as well as sense of wonder at the architecture forms. He 
was completely patriotic and believed in Indian classical ideas, critic in 
general remark on the indianness of his creations. He inspired and make the 
contemporary people and his disciples as a classical forms. His painting was 
made by tempera on paper and colour apply are with very bold stroke, figures 
are covered with hold lines. It shows effect of Ajanta and Kalighat style. 
Some paintings are mentioned here, cobbler, girl with Tambourine carpenter 
etc. 
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Though Nandalal was interested in different techniques, it came from 
his commitment to art teaching. He wrote, "The most significant fact of 
modem days is this, that the west has met and the East and far this 
monumentous meeting of humanity".^ ^ 
Nandalal experimented in the field of creation throughout his life. He 
kept on proceeding with his experiments and never got tired to repeat himself 
Among them creation of Nandalal the following pictures Vish Payee Shiv, 
Sati Dah, etc. Among this painting, Shiv Drinking poison, Sati, Sujata and 
Taponisth panvati [Plate 44(i), (ii)]. 
The wall painting were made at Santiniketan in between 1935 to 1947, 
entitled Arjun Chitrangda, Natir Puja etc. He was an able writer related book 
was Shilpa Kala Rupawali and Shilpa Kathna was the collection of paintings. 
Indeed Nandalal occupied the special place in Bengal school regarding 
his work, then also include to Asit Kr. Haldar, K. Venkatappa, Jamini Roy 
etc. were soulful devote for this movement. 
As early 1930s Jamini Roy had create distinct indigenous style in 
seeking inspiration from folk are traditions against the elitist approach of the 
Bengal school. He abandoned his interest in portraiture in oils and the wistful 
sentimentality of Abanindranath's style after 1910. But his folk art at a time 
was prominently remembered to Indian artist were attracted as a alien art 
forms. His contribution in art movement in Bengal from early pioneers to new 
flow of artist were same [Plate 45(i), (ii)]. Yet he fully supported to the young 
artist and understand this feeling of new upliftment thinking of art was 
attracted to Mr. Roy. Here A.R. Chughtai one of the profound figure of 
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Bengal school, counted his name with A.B. Tagore, Gagendranath and 
Nandalal who prompted by a great urge to infuse in his work a distinct 
character of the calligraphic line, in Mughal manuscript and old Persian 
paintings emboss in Bengal school style. After he evolve out wash technique 
and develop a great quality works. Further was influence by Ukil group of 
artist in Delhi during 1920-30s exercised some work of art with supporting of 
new group. 
Individualistic Art of the 1920s-1930s 
The 1920s and 30s gradually saw the hide and fall or culmination 
followed by a steady decline of the Bengal school movement. European was 
at the time in the grips of cubism, futurism, expressionism and surrealism. 
The Bauhas painting exhibition in 1922 throw the new inspiration to our 
artist. The pioneers and source of inspiration in 1920s like Gagendranath 
Tagore, Jamini Roy and Rabindranath Tagore, then Amrita Sher-Gul', also 
gradually represented her leading exponents. The decades of 20s and 30s 
witnessed the gradual ascendancy of modernism, but the spread of modernism 
by no means ended the era of naturalist art.^ ^ They claimed superior 
'authenticity' for their own particular brand of history of paintings. 
In December 1922, the major exhibition of the avant garden German 
Expressionist art by the Bauhaus artists at the Samavaya Mansion Hall in 
Calcutta. Hereafter the European inspiration was more clearly absorbed with 
Gagendranath's unique sense of design and mystic mood. '^ His infrastructural 
Fach of this artist had their own unique st>'Ie of painting with their own characteristic features For 
eg. bhergil was most different and unique among them all who perhaps started her own way of 
interpreting art i.e. nude painting usually art is governed by the artists background and circumstances 
the European birth and cosmopolitan background give birth to the artist like Shergil. 
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effort cannot be under estimated. His pioneering efforts allowed the artists to 
review in a social respectability and artistic freedom. 
In this way Rabindranath Tagore though had very much touch with 
European art through his travels and was particularly inspired by German 
Expressionism. He was self-taught of creative insight of his art an incredible 
power. He create thousand of works in the course of twenty year period which 
was exhibited widely in Europe during his lifetime. Then he established Kala 
Bhavan the art faculty was set up and the Bengal school movement after its 
initial take off from Calcutta moved to Santiniketan.^ ^ In 1970, Nandalal Bose 
was appointed as a principal, so the individual creativity of Rabindranath's 
own brilliant activity setup the movement in other direction. The intellectual 
luminaries and talents came from other places provided a new sense of 
inspiration to artists like Ramkinkar, Binod Behari, Sankho Chowdhury, K.G. 
Subramanyam and others, thus all creative artist came under one roof. 
The most distinguished artist who developed a very strong 
individualistic language of art was Jamini Prakash Roy. He was the first 
Indian artist to draw sustainable inspiration from the living folk and tribal art 
forms and traditions, while this idiom shared with the modem. Although he 
had begun his artistic career under the heavy influence of impressionist and 
post-impressionist painters of Europe particularly Van Gagh, soon he realized 
that he needed a own language rooted in his own experiences and explore 
indigenous ideas.^ ^ 'Pujarini' painting was first fact of Bengal school ideas. 
Later he adapted the 'patua' mode of painting, which he introduced modernist 
ideas and minimized the lines to create a fusion of tradition and modernity. 
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Then the another prominent figure of European post-impressionist 
romanticised imagery was Amrita Sher-Gili^ her vision was highlighted by 
her emphasis on colour, which contrasted with the atmospheric mistiness 
characterising the Bengal school works. Her themes came to focus on mostly 
rural visions of the villages woman with a modernist idea of works.''^  Though 
suspicious of modernist 'distortions of reality' academic artist did not 
necessarily set out an oppositional agenda. They simply represented another 
way of global modernity they concern for the individuality of works. 
The Ceylonese artist, George Keyt was also finding its aesthetic 
maturity during the late 1920-30s. At his first major exhibition 1928, attracted 
the reviews of various personalities. His work was evolving Indian artistic 
modernism, he also inspired from traditional sources which were easily 
identified with one's national identity. Though ancient Indian art and its 
religious mythology, European modernism, especially the idiom of cubism, 
and Sinhalese art were supporting his individuality.'^  Yet, the methodology 
and the arousing the new idea of art was create a dynamic movement. So, 
1920s-30s generation was fought with paradoxes. 
The Avant-Garde Movement: 1930s 
In early 30s a number of Government Art school student, who left the 
school in the wake of a movement against the autocratic attitude of its 
administration towards their complained, formed a kind of artists cooperative 
and launched a nev/ art movement thus a new era was started. 
Perhaps she was perfect blend between the modernist and traditionalist i.e. mix of orient (soul and 
outlook of accident. By choosing this theme of painting the women folk's show's her passion for the 
rural India in general and women folk's in particular. 
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They united by organizing the young artists union (1931) and stayed 
together a rented house and persue art study mostly in outdoor work. In 1933 
they defined the character of their movement by forming the Art Rebal 
Centre. In this group the artist are Gobardhan Ash, Abani Sen and Ananda 
De, who invited Bhola Chatterjee.'^  
Some of the other students of Percy Brown and Jamini Prakash 
Ganguly also came to join the centre's activities. Atul Bose, was a chief 
adviser of this group. The first exhibition of the Art Rebel Centre was held in 
April 1933 at Dharmatala Street. Besides the above artists the participants in 
the exhibition included Keshab Charrdra BChan, Kalikinkar Ghose, Barindra 
Nag etc. The exhibition was an impressive with about two hundred paintings. 
Catalogue of the exhibition declared it that - "Our aim is to create an art that 
is strong, bold, virile and antisentimental, fearless in its desires for new 
adventures, a powerful advanee-guard, which can save art in India by 
traditional conservatism and the habitual indifference of the public". '^' 
Though this group represent the counterpart to the Neo-Bengal school, 
upholding by Jaminiprakash Ganguly and Atul Bose [Plate 46(i), (ii)]. But the 
life of the centre was very short, in adding some new values in according to 
the Calcutta painting. Gobardhan Ash and Abani Sen were marked as 
powerful exponents of realism with a social commitment and Bhola Nath 
Chatter] ee was remembered for his formal innovations inspired by cubism and 
including a sculpturesque portrait of Karl Marx.^ ^ The Art Rebel Centre^ it 
This should not taken into account in literary sense but it only covers the different technique and 
rebel style that the artist practice which was consider it as a rebel. 
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was forerunner of the Calcutta group formed in 1943 in a more critical 
situation of the city life. 
Though, Mukul Dey the deciple of Abanindranath could not remain 
confined to the pages of epics and mythologies. In 30s he made himself busy 
in depicting scene fi-om the life of the city. He was posted as a principal of 
Govemment Art College. In his time college student got the opportunity to 
learn processes of print-making, woodcut, etching etc. Muralidhar Tali, 
Adinath Mukherjee, Safiuddin Ahmed and Haren Das were among the student 
of Mukul Dey.'^  Somnath Hore, a leading graphic painter of next generation 
was a student of Safiuddin [Plate 47-52]. 
The economic depression of the thirties that sapped the middle class 
population of the city ended with the beginning of the second world war. That 
was a period of political turmoils, two distinct trends dominating the scene.^  
The main stream national movement was at its climax being motivated by 
Gandhiji and other trends represent by the communists who were engaged in 
the campaign since Germany under Hitler attacked the world. 
The Calcutta artists, along with the poets, and dramatists responded to 
the crisis of the nation as it was their moral and artistic responsibility. They 
represented the crime of starving to death of poors on the pavements city. The 
hungry skeleton figures of men and women, and babies clinging to mother's 
breasts were drawn by Debiprosad Roy Chowdhury, Atul Bose, Gobardhan 
Ash and other of this group.^ ^ But all the above artist Zainul Atudin, a newly 
Alt b al\\d>s dommdted b> the coniemporaiy situations and inspired by its surroundings. Ihe Artist 
psyche is governed with the happenings in and around consciously or unconsciously they are 
governed by those situations same was happening now. 
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appointed teacher of the government art college and Chittaprasad, both 
hailing form east Bengal, drew the most heartfelt and authentic pictures of the 
famine [Plate 53-54]. This documentation of downfall of Bengal was concern 
the 40s and 50s artist of Calcutta group. 
Calcutta Group - 40s-50s 
The modem movement in India achieved full bloom during world war 
II, when global industrialization and increases in trade commence effected 
India at an accelerated place. In an environment of total uncertainty of the 
future of mankind, as experienced in the days of the famine and Japanese 
bombers, a nervous tension came to dominate the society. In such a situation 
it need of replace the new one from old values. Some promising artists of the 
city, whose social awareness led them to come out of their individual cells of 
artistic isolation. During the war time a number of British and American 
writers and artists came to reside in Calcutta and European art books and 
Journals poured into the city for their demand. Many of Calcutta artist were 
availed the opportunity to study the contemporary art journals and books of 
western countries. This western contact inspired the group that they named 
'Calcutta group' remembering the role played by the London group. 
This group formed in 1913 with abandoned the revivalist and 
academist realist of an art which served nationalism. Instead this new 
generation of artist whose work was silently done in this violent critical 
movement, they are the teachers of art and gave many creative efforts. They 
create a new group with eight members. The eight numbers of Calcutta group 
were, Pradosh Das Gupta, Niroda Majumdar, Paritosh Sen, Gopal Ghosh, 
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Rathin Mitra, Abani Sen, Prankrishna Pal and Kamala Dasgupta, Respected 
Calcutta based critics such as Bisham Dey, Sudhindran Dutta, Shahid 
Suharawardhy etc. were close associated with the group and gave their 
support [Plate 55-59]. Their first public exhibition was in 1944 at the survive 
club, Calcutta.'^ * 
The group was determined to produce an art which took into account 
contemporary values, something which the orthodox schools were failing to 
do. They were closely related with European art. Their aim was identical and 
expressed in their slogan - 'Art should be international and interdependent'. 
The Calcutta group declares - "This is inevitable whether we like it or 
not. In our world of supersonic planes and televisions, it is not possible nor 
desirable to preserve the lily white purity of our tradition ... it is better that 
we consciously, discriminately, choose and integrade foreign influences with 
our national style and tradition... we hope to succeed because we try to 
understand the spirit of our times and acknowledge the dictate of necessity". 
Though the groups main objects was to evolve a modem language of 
Indian art, benefiting mainly from the western achievements. Some of its 
members failed not to respond to the dictate of necessity and became 
associated with the 'Anti-Fascist Writers' and Artist Association, founded in 
1942 mobilize public opinions against the German and Japanese aggressors of 
the second world war. Some of them even learned towards Marxism.^ ' As for 
instance, Rathin Moitra and Niroda Mazumdar participated in the left peasant 
movement as painters and it was almost inevitable since the group was largely 
motivated by the borrowing experience of the famine. Though other members 
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of the Group remained in the country and steadily evolved their own idioms 
during visual ideas from both western and traditional sources. The new 
generation of artists wanted to create "Art for Art's sake"* ,^ or present art the 
unity it is which they thought would bring progress. So this group called 
themselves as a "Progressive group". Here it means, that development of 
'awakened group' of arts mission. The term turn towards the political field, 
motivate ^ vith the Marxist peopie. Their work of art jog the society aboxit the 
situation of that period. 
However, Pradosh Das Gupta, one of the founder member of the 
Calcutta group, the artist of Bengal school never thought that the image of 
god and goddess and the borrowed themes from the epics and Puranas were a 
total misfit in the new condition of the society wherein the man as the 
supreme power, must have a unique position in human society and thus 
should occupy a major role in the concept of aesthetic expression. 
Though, this movement was occurred against the Bengal school, as per 
their views, art cannot progress or develop, if we always look back to our past 
glories and dig to our traditions at all costs. Some intellectual thinkers had try 
to convence the people that nature had put 'our eyes in front and not back' as 
Dr. War Doyal. For the source of inspiration is just keeping into past or 
looking backward in ideology nourishment or source of inspiration. They 
thought that one should respect the past but not carry on their shoulder. 
The artists of Calcutta group tried to go over the nostalgic feelings of 
the Bengal school inspired a new ideology creating a new synthesis between 
the East and West. Perhaps the best ambassador of this movemeni were 
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Gagendranath, Rabindranath and Jamini Roy had already paved the way. But 
it was believed by group, only spirit of adventure. 
According to Das Gupta - Jamini Roy who was a man of conviction, 
touched very crucial paints and laid them bare the Bengal school movement. 
He point out the increasing gap and drawback of Bengal school 
movement...."*^ 
However the lend of eight artist in Calcutta were enlightened the great 
history. They change the devasting famine of Bengal the horror stories of the 
world war, and the communal tension of partition demanded that art be 
produce for the cultural regeneration of social life. 
Although, lacking the scepticism of the Bombay progressive, displays 
a similar sense of excitement about modem world. They claimed that "...the 
Paris of Sartre, Stravinsky and Picasso is the centre of our days..."^"* So, 
reacting to Calcutta group's exhibition, held in Bombay in 1944 and 1945, 
which aroused a great interest in Bombay artists. 
This exhibition louded by Rudy Von Leyoon, a great critic, wrote -
"Bengal has exercised a very strong influence on modem Indian art ever since 
Abanindranath Tagore and his followers inspired the "Indian Renaissance 
movement some forty years ago... we welcome this exhibition of the 
'Calcutta group' which brings to Bombay...."*^. 
Though in 1950 the Calcutta group again held joint show with the later 
established progressive artist group of Bombay, initiating a much needed 
regional interaction. Which captured the media on "Amrita Bazar Patrika and 
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'Times of India'. Some critic Rudy Von Leydon, Hermon Goetz and Mulk 
Raj Anand gave strong support to the progressive artist group. 
Out of original members of the Calcutta group, Niroda Mazumdar was 
one of the first Indians to receive a French Government scholarship to Paris. 
His entry into Modem art was nurtured by the tutelage of Braque and 
Broncusi, providing a solid foundation which he create a unique indigenous 
art with combination of tradition and contemporary. In contrast Gopal Ghose 
was directed towards expressing nature and landscape, dealing nature in 
colour in a way not much different from the French Impressionists. 
In the forties Calcutta witnessed a flourish of left culture. In plays and 
songs, literature and art socialist realism was its best and creative. In painting 
and graphics this ideology was powerfully pursued by Chittaprasad, Somnath 
Hore, Adinath Mukherji and Debabrata Mukhopadhyaya. After the heart 
rendering famine scenes, Cittaprasad and Somnath depicted the valiant 
episodes of the 'Tebanga movement" launched by Bengal peasants. In 1945 
the historic working class strives found the expression in the work of 
Chittaprasad and Dekabarata. In the wake of the ultra-left movement of the 
communists in the late 40s they serve their political events and were joined 
with fresh talents as Debkumar Raychodhury and Bijan Chowdhury. They 
make a posters, cover designs and illustration, though especially meant for 
political propaganda, their whole works mostly in Black and white, with the 
political field of social dimension in Calcutta.^ ^ 
Though other pioneers of this group of independent artist are Benod 
Bihari Mukherjee, Ramkinkar Baij and Zainul Abedin, picked up this very 
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subject and produced powerful images in expressionist languages dealing 
directly with issue of human agony and aspiration. 
Ramkinkar was first experiment with abstract sculptural form, apart 
from his sculpture, especially cubist framework was reveal in his work. On 
the other hand Binod Bihari's work also landscape and everyday rural life, but 
unlike Ramkinkar his scroll painting with the space preparations for mural art. 
Using traditional methods his pioneering experiments with the mural medium 
began in early 1920s to 1940s in Santiniketan Hindi Bhavan fresco of 
medieval saints was one of the example. Zainul Abedin one of the pioneering 
artist of modem art who had a enormous power. According to Nazrul Islam, 
the great revolutionary poet of Bengal, the significance of Silpachariya (Art 
teacher) was Zainul Abedin, his work were depicts the environment, the daily 
encounter with the lower class suffering people. His 30 feet long scroll 
painting with ink was rendering the tidal wave in Bengal "we Bengalis unite 
only in death", he remark about his work. 
The pre-partition Lahore was also in experimental centre of modem art 
activity encouraged by the presence of M.A.R. Chughtai influenced by Ukil 
brothers of Delhi in the technique of wash painting during the 1920s-30s 
exercised. Though he nurtured his art infrastmcture to Delhi Shilpa Chakra in 
AIFACS. Then the young B.C. Sanyal had left the CGCA, joining the Mayo 
College as a teacher,^ ^ his personality proved the reality of his effort of work 
which encourage to many artist. 
Though most activity was regenerate and continue the amid public 
patronage, which influence the Bombay artist during 1930s. The Marg 
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Magazine and Sadanga Saries organise some exhibitions such as George 
Keyt's Bombay show in 1947 with the other activity of the Lalit Kala 
Academy. 
Therefore, in 1953 the Calcutta group had its last and eventful show 
organised in Delhi. People except it gladly with compare with the European 
artist, Initially there were perceptible influences of the western masters like 
Picasso, Matisse, Van Gogh etc.*^  but with the passage of time these 
influences in most cases were integrated artist individual expression. Among 
the other artist, the rumors was louded that Paritosh Sen was get the 
opportunity to meet and interact with celebrated international master like 
Pablo Picasso and Brancusi. Further discuss with his wife Mrs. Sen was not 
gave the satisfactory answer. So, the researchers used to search regarding this 
matter still now. 
Though the art scene in Bombay was drastically changed soon after 
independence inspired by the exhibition of Calcutta and Bombay group of 
artist bimming the new ideas founded the progressive manner, so 
'Progressive' art moment tangled with lots of 'progressive' problem with 
several groups and their individual artistic mentality. 
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(Plate. 39) Abanindranath Tagore with his first Batch of students 
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(Plate. 40) The artist studio at Jorasanko Tagore House, by Nandalal 
Base. 1909. 
(Plate. 41,i) "A Scene from the Ahilya" by Nandalal Bose 
(Plate. 41,ii) A scene from the Arabian Nights by Abanindra nath 
Tagore 1930. 
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(Plate. 42) ^Tarul and her seven brothers'* by Gagendranath Tagore 
q ( | , 
i H^^ 
li 
p^ 
s£^«i 
^Mflfl^^^ 
^ « 
- ^ ^ 
^ ^ / ^ 
^4 
(Plate. 43) Art of Rabindranath Tagore with Black Ink. 
(Plate. 44^) Shiva drinking poison by Nandalal Bose. 
(Plate. 44,ii) ''Sati Dah"" by Nandalal Bose. 
(Plate. 45,i) "Three women" by Jamini Roy 
(Plate. 45,ii) ^^Krishna and Balram"^ by Jamini Roy 
(Plate. 46,i) ^The Homeless Mother^ by Jamini Prakash Ganguly 
(Plate. 46,ii) The Comrades by AtuI Chandra Bose. 1918. 
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(Plate. 47) "Mussafir" by Gobardhan Ash 1956 
(Plate. 48) "Shop" by Adinath Mukharjee 1940. 
(Plate. 49) "Homeward" by Safiuddin Ahmed 1940. 
(Plate. 50) "Tabhanga" by Somnath Hore 1946 
(Plate. 51) "The Nest of Pigeon" by Haren Das 1956. 
(Plate. 52) "Tarpan" by Mukul Dey. 
(Plate. 53) "Famine 1943" by Zainul Abedin 
(Plate. 54) "Famine 1943" by Chittaprasad 
(Plate. 55) **Consolation'' by Pradosh Das Gupta 
(Plate. 56) The Tantric Goddess by Niroda Majumdar 1975 
(Plate. 57) "Carrrying a Iota'' by Paritosh Sen 
(Plate. 58) ''Majur-Majuranr by Rathin Maitra 1942 
(Plate. 59) "Wrestling" by Prankrishna Pal 1950. 
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THE GROWTH AND THE CONFLICTS IN 
BETWEEN THE BENGAL REVIVAL 
In Calcutta, intellectual class took the lead in intellectual and creative 
pursuits. Early initiative was taken by a number of European and Bengali 
educationists who primary intention was to trained the young men. In this 
direction the beginning was made in 1839, Dr. Frederick Corbyn and 
Tarachand Chakrabarty a leader of young Bengal group found a 'mechanics 
institution'. Due to lack of public support this institution was not flourished. 
Then the members of Bethun Society, inspired by Colonel E. Goodwyn, the 
company Engineer, form the 'society for promotion of Industrial art' and in 
] 854 established 'the school of Industrial Art' in much more favourable 
environment. But due to lack of resources, they faces lots of ups and downs 
situations. In 1864, Henry Houre Locke, an artist from Londen school, 
appointed as a principal of this school. He changed the name of the institution 
that is now 'Government School of Art and Craft' and shifted to Bowbazare 
street. He concentrated on the student for their development and inspire them 
for serious works through introducing new subjects of study included 
elementary and higher courses of Drawing and Painting. In this way he played 
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an important role in the development of art in Calcutta. He appointed two 
students, Ananda Prasad Bagchi and Shyama Charan Srimani as a teacher in 
this institution. This was a courageous step and inspu-ed the students of the 
school. 
Locke's aim was to make the Indian student proficient in european 
academic style of painting in one hand and to sustain the flow of Indian 
decorative art tradition on the other. All India exhibitions in Calcutta in 1883 
and 1879, in which number of student participate and awarded make aware 
the citizen of the city about the upliftment of this institution.. By his services 
Locke earned a respectable position in Calcutta's social life. When viceroy 
Lord Northbrook visited the school he recorded his satisfaction in the 
progress of the students, he wrote - "I was exceeding struck with the great 
merit of work of several of the students in that school I do not hesitate to 
say that a credit to any institution of the same class in any part of England."' 
Ananda Prasad the most versatile student of the institution was 
published the first Bengali art Journal. Shilpapuspanjair (1885-86) then 
Jarasako Tagore family wake for Bengali nationalism. Shyama Charan 
Srimani who was teacher of geometrical drawings also introduced art -
teaching to the National School which was established by Naba Gopal Mitra 
of the Hindu mela fame, and that made are teaching socially relevant. His 
other published book on Indian art entitled "Aryajatir Shilpachaturi"(1874) 
which was greeted by Locke as an initiative proper programs.^  
In an age when the painting was surrounded by educated Bengali 
meant exclusively for those who followed the western academic style. In 
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1896, Havell reached Calcutta to take charge of the Government school of art 
and craft after Mr. Jobbins. He was one of the forerunner to reveal the actual 
sense of Indian ancient and traditional art of Bengal. In his endeavour of 
reviving Indian art he found in Abanindranath, premising painter of the 
Jarasako with a committed collaborator of neo-art movement. 
The neo Bengal school, inspired by Havell and Abanindranath's view 
of art was never accepted by all. When Havell turned to teach Indian style of 
painting at the Art school a protest was voiced by many of the city's 
newspapers and periodicals. Ranada Prasad Gupta a bright student of Calcutta 
Art school was raised the voice against this neo-Bengal art and formed the 
"Jubilee Art Academy" in 1897 at Baithakkhana Road of Calcutta to 
perpetuate the western art education in the city.^  Ranada Prasad Gupta 
showed his defiance by conducting a rival art class in the open air on the 
Maindan (The vast green in the centre of Calcutta). 
This school was named "Jubilee" after Queen Victoria's Diamond 
Jubilee celebrations^ This school was to stress on naturalistic style of 
execution. Aim of establishing prominent among the students of Jubilee 
Academy were Narendranath Sarkar, Phonindranath Basu, Jagendranath Shil, 
Atul Basu, Basanta Kumar Gangopadhyaya, Hamendranath Majumdar, 
Pramatha Mallik, Abhay Charan Das and Prahlad Chandra Karmakar. 
* Perhaps Havell was true admirer of Indian art. Besides him there were other European who played a 
important role in discovering of Indias past. Eg. Max Muller, Alexander Cunningham, James Princep 
t\z 
Jubilee celebration - this eg Shows that beside the politicians the artists also following the polic} of 
appeasement to the Britishers they leave no stone unturned whenever they get time or situation to do 
so 
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In reality, the trend of western realism was sustained chiefly by the 
efforts of the Jubilee Art Academy for about three decades through the 
achievements of its students. Prominent artists like Jamini Roy, Satishchandra 
Sinha and Kushal Kumar Mukheiji also joined hands with them. Jamini 
Prakash Ganguly, a nephew of Abanindranath, who took the lessons from the 
english man/teacher Charles Palmer on painting of landscape and portrait 
produces remarkable results.^  His excellence created a high standard of the 
naturalistic style in Indian context. After Abanindranath Percy Brown invited 
him as a vice principle of Government art school. He came forward to advise 
its members, to keep the banner of western academic art parallel to that of the 
oriental art. 
Interestingly enough scandal was aroused during this time. Atul Bose a 
student at the school of Havell's period, in 1910 picked up the current rumour 
that Havell had ordered the school antiques to be dumped in the adjacent lake. 
This story demonstrates the arousal of strong passions.^  This led to the fiirther 
efforts in this direction. So by the end of the nineteenth century in addition to 
the Jubilee Art Academy, two private art schools. "The Albert Temple of 
Science" and "School of art" and the Indian Art school promoted academic 
'national' were established. 
Through this way, the simultaneous activities of the Neo-Bengal 
school and the western realists were stand on the same path. In fact, there 
ensued a serious debate between the protagonists of these two art trends. 
Abanindranath, O.C. Ganguly and James H. Cousins gave expressions to the 
\ icw s of the neo-Bengal school and Upendra Kishore, and his son Sukumar 
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Roy wrote in support of the western experience in art and their absorption by 
the Indian artist. 
The modem Indian art could only flourished by the traditional art of 
the East. The apposing group considered that the life of the contemporary 
Indian art more effectively adopted the western style of painting in oil, but the 
neoe-Bengal style adopt the water colour with typical wash technique, as a 
soft and dreamy mood of colour with traditional ethos present in painting. 
In this controversial situation of Bengal art, people could confiised and 
interpret the work of artist in different manner. 'Raman'* was one of the 
thinkers who observed the situation, then wrote, "No healthy art movement is 
possible where there is no climate of creativity, criticism, connoisseurship and 
unity."' Again he had been blunt in his remark regarding western views," 
which was trying to westernize the modem art. If such development took 
place then, according to him, modem Indian art makes no impact on anyone, 
o 
not because it is not modem enough, but because it is no Indian enough." 
With these tangle of problems the national movement of art was slowly 
growing up in Calcutta. This movement was basically by Bengalis for 
Bengalis. Led by the group of artist with artists. It had ventured that the 
motive of revival of traditional culture. Critics comment it was provincial 
rather then national, but nationalists has their own stand, according to them, it 
was national but in a provincial manner. It defined India as Bengal and 
worked for India's freedom. 
* Perhaps Raman describe the best situation or scene of contemporary times in the following lines. 
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In this regard an achievements of Havell and Rabindranath Tagore 
deserved credit for the revival of neo-Bengal. Yet for the Indian critics, 
watching the progress of the movement, the situation was grim indeed. They 
could not ignore them neither could be despise the motives which had 
prompted their production. But the interesting notice by O.C Ganguly 
regarding this revival of Bengal that this is an assertion for an 'ideal of a 
superior class' makes clear that "revivalist choice" to make a particular class 
or quality of Indian art to speak exclusively for the philosophical alternative 
that promises away to western naturalism.' 
However modem and cosmopolitan a particular society might be, it 
had still its own national character. Each country had its own artistic tradition, 
its own national style, and these in some obscure way must inevitably colour 
the particular modem art it evolved. It always emerged from the indigenous 
source, therefore it has a compulsion to reflecting the ideal of the land. Sir 
Herbert Read has said - "We cannot escape our mental climates for they are 
in a literal sense the creation of our prevailing winds and the chemistry of our 
soils.... The history of art shows that the art of any particular region always 
tends to revert to a regional norm"'" 
Indian artist to adapt this modem style, which is necessary to admit and 
equally essential in Indian art and gave a new dimension to its expression. In 
1916. Ganguly wrote - "The threads of old traditional forms have to be 
picked up and strung upon, development of new lines according to the 
exigencies of the new form of thought and life in modem India"" 
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Tagore, an important artist in this regard, was inspired to begin 
painting in the way he did by non-Indian influences from both the Far East 
and the West, even critics denied him as an artistic connection with Indian 
art^ , Sarkar viewed in 1941. "There is hardly anything of the orient in it....it 
belongs at the same time to Bengal, India or Asia, it does so in the same that 
many of the spiritual and material products of Euro America have been 
consciously or unconsciously bengaVicized, indianized or orientalized for the 
purpose of Asia by the Oriental makers of the modem orient."'^ 
Though the modem movement was raise their head with the help of 
Rabindranath Tagore. Their progressive thinking awake the artist of 20s-30s 
and misunderstanding was wake up into the early group. 
The founder of Bengal school Abanindranath surprised of his uncle as 
an artist is of particular interest, coming as it does from the founder of the 
Bengal Revival, he discuss with his conservative outlook - "(Rabindranath's) 
art was nothing 'new', when every one said it was something novel I 
maintained my position, because I was sure of my ground. I knew that 
"newness", in creation meant anarchy. And his art, whatever else it was, was 
not anarchical.... What is strange about his art is that it only found expression 
in his old age.... It come out like a volcanic emption.... Its very force shaped 
its course."'^  
This was a curatic fire of a critique, we should recall the two things 
about Abanindranath, for his journey from scouring of past themes and styles, 
'' It's a matter of debate either Rabindranath was fully influenced by west or he used to take the 
spiritual or intellectual nourishment form the east also. One should not forget this fact that "He was 
Indian and in his unconscious psyche lies India". 
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and fight for the aesthetic representation in Indian art, and also that he unlike. 
Rabindranath, did not like a 'good jolt from the outside'.** 
Nandalal Bose, disciple of Abanindranath and also closest to the 
Rabindranath's inspiration, he observe the situation and wrote, in 1936, that -
"His revolt against tradition is more apparent then real, for he has kept more 
true to the creative impulse than those who congratulate themselves on their 
orthodoxy... we need to be re-educated, into the fundamental values of art, 
and none can do it better than he who is creating before our very eyes from 
whose originality baffles our classifications and ....the admiration of the 
artist It Rabindranath seems rough and destructive, it is because he is 
breaking the ground a new for us that our fixture flowers may be more surely 
assured of their sap."''* 
Though, 'All traditional structures of art must have a sufficient degree 
of elasticity to allow it to respond to varied impulses of life", its blink up 
Rabindranath's mind regarding tradition, but it significant that when he began 
to point, he did not start by following traditional mannerism. He want to 
march with the artist of Bengal School and gave a call, "I sfrongly urge our 
artists vehemently to deny their obligation carefully to produce something that 
can be labeled as Indian art according to some old world mannerism. Let them 
proudly reftise to be herded into a pen like branded beasts that are treated as a 
cattle and not as cows".'^  
Jamini Roy, the other stalwart in Modern Indian painting, who realize 
the immensity of Rabindranath Tagore's approach, said - "In my opinion the 
He don't want to be carried away the western influences or the technique Rabindranath was the 
perfect blend of "western mind but Indian soul". 
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increasing gap that was marked in our national art in the last two hundred 
years, ....Rabindranath tried to find out a powerful backbone. This protest is 
against the whole of the neo-Indian art and the propaganda for the so-called 
Eastern art".'^ 
Therefore critics who regard Tagore's art as an authentic relationship 
with the art of both East and West, its progress lay from two dimensions to 
three while the other painter, reverse it. This shows that development of 
Bengal art movement turn towards the modem cum western touch from 
traditional art. According to Partho Mitter - "The life history of Indian's first 
art movement from the condition in which it germinated to its death of 
irrelevance in the face of modernism." 
This neo-Bengal movement revealed the importance of our forgotten 
artistic tradition, Mukul Dey emphasized upon it and cried that, "we have a 
tradition of which any nation in the world might legitimately be proud. In our 
utter ignorance and often misled by the glamour of novelty we are ruthlessly 
trading upon our priceless inheritance in art and culture. The time has now 
come for us to fall back upon this tradition for inspiration and giddiness, to 
dive deep into them for light and leading in our path of progress particularly 
in the realm of art and culture".'^  Indian art and painters of this time face a 
problematic situation. The paintings themselves, free of their didactic 
possibilities, how are we to value them, both tradition and modem. A British 
painter wrote - "what (the paintings) tell us about is not how we should paint, 
but how the artist did".'^  
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The enthusiasm of European critics for it in 1930s was not accidental, 
the information they gathered to see the works, both original and discussion 
especially observe the situation and read some published articles. The Bengal 
school reached its apex in 1920 to 40s and spread it revivalist approach. It 
effect was amazing. For the whole country, situation seemed to be surcharged 
with the new aesthetic character proclaimed by the Bengal school. The 
departures in pictorial form acquired a special significance in an atmosphere 
of growing aesthetic self awareness and was get a crucial problem in artistic 
world. 
Pradosh Das Gupta, the 40 artist empirical the whole scenario and 
wrote about the crisis moment "The drawback of the Bengal school painting 
was large as the years progressed. The whole school was become bloodless, 
famished and devoid of any strength within perhaps the soul was missing.... In 
layers of Aban's Tagore paints, forms lost its stability and what remained was 
a picture of lazy effusion - a dreamland without any definite form. This style 
of painting took ever a weaker rendering in the hands of his disciples.^ ° 
During 1920's to 1940's artists from the Bengal School movement 
touched very crucial points to establishing the legitimacy of the new art on 
nationalist line. This was an effort to redefined the essentials of traditional art. 
Certain factors were responsible for such efforts in this direction. Firstly, 
there was an increasing gap. Secondly, the Bengal school painting lacked 
vitality and needed a powerful backbone and thirdly, the false sense of Indian 
national art and the propaganda for the so-called eastern art needed to be 
resisted. 
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On the other side critics like Amrita Sher Gill put forward her over 
point to realized the situation that- "Movement of Bengal school of painting 
is a lot of unessential things built around nothing and it would cease to exist 
without the unessential things...^ * 
To counter the difficult situation of progressive art movement, in 
Bengal, artists were depends on the openness of mind of the viewers. It has 
been argued that the 'concretion' of work of art is, in any case, a joint 
production of the artist, the observer and the critic. In interpreting a painting 
its effective characteristicism the viewers various elements which shows their 
potentiality. Its responsibility of the critic to guide the viewers access to the 
real potentialities of the work of art. "The importance of the role of the art 
critics in bridging the gap between the artist and the public was specially 
underlined by Cosmarswamy. The most constructive kind of art criticism, he 
wrote... in which the critic, by translation the language of the painter... into 
that of the writer, arrests others to acquire by degrees the same direct 
understanding of the painter's language that he himself possesses." In this 
way Ruskin's also wrote the same criticism in same manner thus we see both 
felt the same. 
The Criticism of art Journals Retrograde : 
The language of criticism that evolved was steeped in Victorian ethics. 
The 'notes' accompanying the reproduction of paintings in journals dwelt 
mainly on abstracted ideals and emotions. The work of art and criticism of it 
assumed a literary quality. While the artist dipped in to the themes and 
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metaphars of classical literature, the critic adopted a language and an 
approach that was' more overtly literary. 
The earliest magazine and high mind of criticism, had first appeared in 
the journal, 'Sadhana', a high- brow monthly magazine of the time which was 
almost exclusively a research of the writers of the Tagore family. Edited by 
Balendranath Tagore's was trendsetters of art criticism. Along with it one of 
the other journal, 'Pradip', started by Ramananda Chatterjee in December 
1897- where Rabindranath articles on Whatre's and J.P. Ganguly's work 
appeared and gave a greater boost to this new aesthetic culture.^ ^^^ 
Then the situation was set up for the appearance of the most significant 
of the new Bengali magazines,' Prabasi', which would carry these trends in 
reproduction of paintings, nationalist criticism and writing to new heights. 
"Prabasi and later its English counterpart. "The Modem Review" would be 
the most prominently successful journal of that time. These would place the 
writer- editor in the additional role of a nationalist art critic and patron, who 
took on a special reflection of neo-school of Indian paintings. 
In 1900 artists were not clearly discuss about the inspirations of the 
painting and was the fact of change. For thirty years regarding the new style 
of painting, papers and magazines of that period precisely want to deal with 
the problem by making visible of the real fact of revival of Bengal school of 
art. In 1905, the function of criticism manifested itself most clearly in the way 
the paintings of Abanindranath and his group were propagated through 
reproductions in Prabashi and the Modem Review. The Prabashi aroused an 
The launching of this new illustrated journal, Pradip, is discussed in shanda Devi, Bharat, 
Mutishadhar Ramananda Chattopadhya ' 0 Ardha Shatoledir Bangla'. 
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illuminating debate on this issue.^ '* Later on 1919, the society founded a 
journal "Rupam" in which side by side with investigating the Indian art 
tradition picture from what was now to be know as the neo-Bengal school 
were also published. 
The 'Modem Review''^ * founded in 1907 by Ramanand Chatterjee, 
acted a general purveyor of cultural information. The new ideas were 
discussed a constant recurring feature was a coloured front is piece 
reproducing an Indian paintings, and through this means of warm of artists of 
the neo-Bengal school came to be known. So after same time the editor issued 
a series of coloured reproductions called Chatterjee's Pictures Album. These 
brochures gave a coherent idea of the new school and as a result the pictures 
by Abanindranath Tagore Nandalal Rose, D.P. Roy Chowdhury, Asit Kr. 
Haldar and the Vakil brothers came to be in front of Calcutta and Indian 
society. 
In Prabasi, the two intellectual writer involved are Ardhendra Kumnar 
Gangapadhyay, better known as O.C. Ganguly, a towing figure of art and 
literary critic in Bengal. Sukumar Roy the genius of rhymes and keen 
observing critic. In many ways their debate helps to recognize the 
assumptions on which the revivalist doctrine was taken. They reveals that the 
heart of revivalism were many dissident voice which exhibited that the history 
of Indian aesthetic movement also involve with the political differences^ .^ 
** Perhaps the best establish journal of the time and publish best possible articles of the intellectuals 
and artists It was the mouthpiece of the society and gives us the information of latest and best 
'"* Asthetics had no domam of its own. But surely it is governed by the election and balances of the 
censorship or mfluenced by the existing political scenario. 
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In 'Prabasi', Asarh (June-July, 1317 Bengali Calendar) issue 
Ardhendra Kumar brought the Surendranath's letter, Ardhendra Kumar who 
inform people, that, "It is impossible to put in words what the beauty and 
significance of Indian art is and to what extent the new artists of Bengal have 
realized it"^ ^ he agam warn that - So long our eyes are filled with 'anatomy, 
perspective, light and shade and other Greek ideals, we will face great 
difficulties while exploring the mysteries of Indian art." '^' 
On the next issue of the journal, in 'Sravan (July-August) issue, 
Sukumar Roy published his letter as a response of Ardhendra Kumar articles, 
he had expressed his doubts and dissatisfaction with the much loaded 
revivalist tendencies of Bengal school and he asked - "What makes Indian art 
"greatest" among other art. its greater ideals? Or the greater beauty of these 
painting following these ideals? What are the criteria of judging these 
qualities.... After lots of arguments and discussion with other critic Roy 
admits historical importance of the revivalist program and ends with an 
understanding note - "If the new painters of Bengal sincerely follow the 
pictorial ideals which they believe in, it should not be matter of objection for 
anyone, may be this revival of art is needed at this time in country....yet the 
medication must not turn out to be more dangerous than the diseases."^^ 
Through, the pictorial discussion of the critic. In 'Prabasi' edition of 
June-July, 1316 (Bengali Calender) published review on Nandalal Bose's 
paintings' Damayanti Shayamber". This was reflected the traditional light. 
This was the paintings on Hindu Mythology, he represent one of the episode 
of 'Mahbharata. It became very popular at that time.^ ° In 1321 (Bengali 
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Calendar) 'Prabasi' was published a lecture of 'Asit Kumar Haldar' which 
was discussed in 'Calcutta Shahitya Sammelan' regarding' Care of Indian art. 
He said, "The Ancient India art reveals the modem art If an artist select the 
way study jfrom ancient time, of work and then create a new thing with their 
own style, as a result it shows the devotion of artist in his study of art". 
In this way, 1328 (in Bengali calendar, Aug-Sept.) edition of 'Prabasi' 
various column an art published the news of Abanindranath reciting to his 
students from the book of 'Shayamacharan". In the same year May-June 
edition of 'Prabasi' published the essay on 'Spirituality' in Indian Art (Bharat 
Shilpa Adhyatyata) by PrafiiUa Kumar Sankar which credits to Mr. Havell for 
the revival of Indian art. 
In 1922 Aurobindo Ghose also discussed in 'The National value of 
Art' regarding the revival of neo-Bengal school he said- "The spirit of old 
Indian art must he revival his enthusiastic speech gave practical result in 
Bengali. In this way the critics assertion came in different ways. The editor of 
'Shahitya' newspaper Mr. Suresh Chandra Samajpati' aggressively criticized 
the various writings and photographs on Neo. Bengal School of art published 
in 'Prabasi' and other various magazine. He never discussed any other 
problems of the society. His magazine fully concentrated over the artist of 
Bengal school for criticize and make a spice news. 
On the other side, Bishnu Dey one of the critic of that period was 
wrote about Calcutta group of artist and their work. According to him, 
regarding an eminent artist Jamini Roy said, "In which way we have to put 
the artist and his work, as a invent of perfect form of artist? or one of the 
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image of Indian "Cezanne". Actually, he was one of the perfect form of'artist 
and also stands for an ideal of percising the Idea of western style of work". He 
further compared him with Matiss and Picasso.^ ^ 
In the criticism of Calcutta group, Bishnu Dey express his feelings to 
saw the painting of Calcutta group, he realized that, " on the contrary, 
Indoor work of Paul Cezanne's 'Apples' are more prominent and clear which 
present as a messenger of progress and development.^ '*" 
Then Niroda Majumdar wrote in his book of "Calcutta group', wrote, 
"... their paintings, main identity is "form"... subjects, expansion or feelings 
was not present in paintings. A live less 'Vase' and a livelihood faces of 
human beings was not present in different manner... . This controversial 
discussion of art and artist with critic was not new, at that time it came from 
the beginning of development of art movement. The traditional and Modem, 
Early and Young, forms and formation of art was subject of criticism by the 
critic and the people of Bengal. The lack of confidence, absent of self 
satisfaction and continued form of experiments create a misunderstanding to 
the artist and the result was ruining of the progressive movement. 
However, the process of perceptual discoveries through trials and 
errors is that to be the only road towards artistic progress. Ideas and ideals of 
the progressive movement of Bengal art were introduced by journals and 
news papers. Their exhibition were profoundly discussed in news papers and 
give them a tremendous courage with a new direction for creative art**'. 
It can only be accepted by the people with open mind and ready to receive the change the many of 
expanding this art is through the mention ways that it reach to millions of people. 
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But the new movement in art had failed completely nothing could be 
hoped from this rapid pictures. A first cause of the movement failure is 
suggested in a trenchant statement by Ganguly - "It is intellectual movement 
than spontaneous at once deliberate and conscious, rather than spontaneous 
and intuitive. It is the result of an antiquarian interest and not of a desire to 
return to the dreamlands of ancient art and life. It is undoubtedly inspired by 
national memories, but hardly yet pulsating with throb of modem 
aspiration.... A vague aspiration for something better on aspiration as yet 
lacking in strength and vitalaity.^ ^ 
Cosmarswamy concluding in his 1930 catalogue introduction implies 
it, 'The means are always adequate to the end in view, this end is not "Art" 
with a capital "A", on the one hand nor on the other, a merely pathological 
self expression, nor intended to improve our minds, nor to provide for the 
artists himself an "escape" but without ulterior motives, truly innocent, like 
the creation of a universe"^^ 
The Indian artists in the 40s and 50s struggled to reckon with their own 
traditions. Yet it was exciting for Indian artists of that period to became a part 
of the brave new modernism. Through the progressive thought they simply 
breaking with the past, they were being modem. Nehru had already said in 
'Discovery of India' "We in India do not go abroad in search of the past.. ..we 
go to foreign countries in search of the present. That search is necessary for 
isolation from it means backwardness and decay...."''^ Time would prove that 
this simple equation was not enough, but even at that period, matters were 
complicated by the movement's multiple impulses. 
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For Pradosh Das Gupta again said - "We never took pledge to follow 
the path of social realism. All we want to understand life and interpret it in 
terms creative art....'*\ This was no doubt a progressive and healthy outlook 
in art. Thus artists of the 50s were working without the benefit of a strong 
tradition of innovation and change in the visual arts and thus were unable to 
accept the doctrine of progress/Though the Bombay group was drastically 
came soon after Independence^ 
The Indianness of Indian art was fixed in antiquity and in the realm of 
metaphysical aesthetics. Moreover, the unknown continuity from the ancient 
to the medieval consisted in the primary of Hindu art, and all others like 
Mughal and Buddhist art were absorbed with this mainstream. The notion of 
unified Indian territory with an unknown tradition up to the present was itself 
an imagined construct that dispelled all heterogenity. Thus the orientalist and 
nationalist discourse came to the inscribed into what constituted modem, 
national art at the very moment of its birth. A unified Indian art, deeply 
embedded in a spiritual past, was revoked after by art historian and informed 
the official policy of art in various art institutions like the national gallery of 
modem art and the Lalit Kala Akademi.'*^  
The heavily cannotated 'modem' was however, seen in its most 
elemental form by Progressives. The something 'new' in fact was the 
inscribing of traditional signs in a different conglomeration as electric, hybrid 
and multifarious as the Indian of the present. 
From the critical juncture, events began to move in leaps and bounds as 
the defining characteristic of their art begin to crystallize for the progressives. 
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There was one hand an osmotic relationship with the present and the other 
hand was continuous negotiation of western and Indian aesthetics. Therefore 
the history of modem Indian art was reconciliation of western forms and 
India's past^ ^^ briefly the artist sentiments was voiced and said "no growth 
development, no urge to create set our flesh and blood was echoed by poet 
Iqbal sentiments/^ The gap was marked in our national art during this short 
period. The group must be recognized that art as an activity not be divorced 
from life. That art of a nation must express the soul of its people and along 
with the process of progress***. The world towards the progress of art and 
culture build up a brighter life in the country but the lack of unity and 
argument of different notice diffused this revolution. 
*** India's past -it means the theme and wisdom. When Aryans arrived in India they brought or 
develop here their lofty wisdom in Upanishads, Ramayana and Mahabharata (epics) the story of 
Gautama the Buddha, Mahavir and ail the art develop in ancient folk lore or traditions which reached 
its peak in Gupta period. 
"* L\er> art has twin purpose and painter or artist had twin purpose to fulfill it i.e. To e.xprcib the 
soul of its people and to depict the process of progress which is everywhere only thing is to feel it. 
And present it in the art form. 
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CONCLUSION 
The present Critical study of Progressive Art Movement in Bengal 
brought to light many interesting aspects, point of views, concepts, 
information of historical relevance. During the process of my findings and 
analysis over the topics various clarifications regarding the previous 
understanding and the general perception gave me a fresh approach to ponder 
upon. Minute historical details and the details of less significant events and 
less bothered issues and incidents also provided a new insight towards a deep 
and more elaborative study. Through various interesting meetings and 
discussions with some prominent artists and art critiques my quest was 
enriched with more elaborative content. 
The planed structure produced in the introductory part of the study 
represents the approaches I was supposed to go through and this concluding 
part is the essence of the complete study and the findings. 
In the process of the conclusion, first and the foremost point worth 
mentioning is that the term Bengal School is associated with a style rather 
than a period of time or with a regional development. The Bengal style of 
painting immerged as a part of the cultural revival movement exactly in the 
same way as Brahmo Samaj and Arya Samaj came forward in the field of 
education and social reform. Under the prevalent circumstances of the social 
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and political domination of the British, revivalist movements raised its head 
inside India especially in Bengal in the due course of 19* century. 
In the beginning part of the study it was found that the revivalist 
movements and the ideology of the progressive art movements of Bengal was 
founded over a strong urge to connect with our roots, the roots of Indian Art, 
as the whole fundamental structure was constructed on the theory of ancient 
and classical Indian art. The foundational investigation of the revival and 
progressive art movements of the 20* century Bengal art, in the light of the 
structural values of these movements thoroughly discussed and found that it 
was formulated on the traditional theories and philosophies of Indian Ancient 
and Classical Art. 
The historical chronology also confirmed the influence of Ajanta, 
Mughal and Rajput miniature fist in the form of direct Copying and later as 
assimilation of forms and structure with wash technique. 
In the second chapter different local folk arts of Bengal described with 
its original form and techniques helped to distinguish the real characteristics 
of the traditional art and made a distinctive difference of its use in the 
contemporary art of Bengal. It was found that the essence of both differ in its 
spirit while merging in appearance at several level, as distinct in the folk art 
practice of Jamini Roy, Rabindranath Tagore, Abanindranath Tagore and 
Nandalai Bose among others. This was also found that at the same time some 
diversions towards European art were also grounding. The extent of western 
influence on this art is not always conceded by national sentiment. 19'*' 
century ideas tend to stress historicity and this coincided with the wish to 
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glorify the national heritage, for any open homage to western ideas was 
damaging to the Indian sense of self respect. Indeed, the artist left other 
thinkers and writers to think about how much they had already absorbed from 
the west. 
Some mature and established artists came up with some emerging 
talents along to reform the art scene. Experimental work of art is one of the 
major breakthroughs among the artist. So the Bengal school artist played a 
vital role for the progress of art of the era, with the help of the ancient Indian 
art unto the western influences. 
The first widespread nationalist protest in India was the Swadeshi 
movement which thrived upon the questions on east and west differences. The 
Nehonga movement in Japan, the Irish republic movement, the Indo-Japanese 
nationalist movement, the European cultural movement immerged at the same 
time. Several reactionary encounters emerged out of this chaos. Though, with 
the help of few pioneers critic and artist of non-Indian Tagore family 
rediscovered the art completely devoid of western influences, but Japanese 
style of work were widely visible in their work. In this movement artist of 
Bengal school look back in the past for the sake of inspiration. They received 
inspiration from the ancient art style of India owing to his interest in 
literature. The early pioneers of that period like Abanindranath, Nandalal, 
Bose, Abdur Rahman Chughtai and others were adopted combined style and 
themes from literature in which the features of ancient art, their recognize 
value and ideas were included, at the same time they had merged with the 
Japanese and Chinese style. Their style was in fact invented by these 
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experiments. Thus this movement gave way to new style of painting that was 
the first aesthetic development or "^swadeshC thinking that appeared at the 
turn of the century. 
In the further studies the questions of the terms Progressives and Neo 
Bengal are answered. The result of progress in a 'progressive' manner as 
understood in the world of art was not entertained among the Bengal artists 
group, as the position of Bengal in the sphere of visual art was a peculiar one, 
since they were primarily identifying themselves with the conventional art 
trend, it created an uncomfortable and dubious situation to talk openly about 
rather modem term 'Progressive'. Contrary to this educated Bengalis were 
more eager for artistic assimilation of southern and western along with those 
of Ajanta, Rajput and Mughal art. The neo-Bengal artist were able to 
demonstrate their genius in sphere of painting and through their generous and 
moderate attitude, established for themselves the foremost place in modem 
India art, the effort to go along with the world, though did not receive 
appreciation as it was perceived as there was no gain in such liberation the 
fact perceived as that it has been a borrowed art. 
It was witnessed that a new culture was emerging in India, which was a 
mixed culture of dichotomies, namely east, west, past, present, rural and 
urban. So there was the inevitability of change in the traditional social 
stmcture of Bengal. 
Anyhow, these movements were basically by Bengali for Bengalis, 
different pint of views immerged as some people untumed this change 
expressing that the motive of revival was of traditional culture of art in the 
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Nation. Some people also believed that it was provincial rather than national 
perhaps it would be more appropriate to say that it was national that 
developed in a provincial limit. 
It is clear that Calcutta was a growing city to which migrated people 
had served their connection with the land and became interested in trade, 
industries and professions. Thus grew an urban culture different from the 
feudal aristocratic communities of early times. The aristocratic family and 
elite group of people assembled here and British also regarded this place and 
bestowed with development and their concerns. It was rich with art, artists 
and culture. 
The critical views and observation reflect that this trading and 
industrial advancement when on one side was positive factors of development 
of art, on the other side of the fact is that it also created problems in political 
and social life which caused chaos at several point for the artist of that 
period. 
Industrialization in the IQ'*' century was instrumental in making a sharp 
division between manufacturers and art. Artist also involved and occupied a 
wide range of place with this trading community. The traders contact with the 
artist and made a strong group of artist for the imitation work because of the 
market demand. They made paintings as per the officers wish and fixed its 
value. 
In this way the simultaneous activities of the Neo-Bengal school and 
western realist stand on the same path. The beginnings of progressive art 
movements in Bengal continued with amalgamate problems. The 
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characteristic of these movements was highly significant in terms of pictorial 
revolution, a period of experiment and adventure of Western Modem Art. 
So E.B. Havell, Abanindranath Tagore, O.C. Ganguly, Okakura, 
Coomarswamy and James Cousins gave expressions to the views of the neo-
Bengal school regarding the western experience in art and their observation 
by the Indian artist. 
The study shows that a peculiar condition emerged in context to the 
Bengal style which was founded with the fundamentals to put resistance 
against European art could not resist its charm and in due course gradually 
came nearer to it. The span of period (1900-1947) in which progressive art 
movements occurred with cultural development and awakening of national 
movement finally impacted and was turned towards the European influence. 
Consequently, it was difficult to recognize the actual form of art. 
According to the references and documentary proofs concerning 
progressive movements of Bengal, right from the pioneer groups to the young 
group we find unique results of assembled movements for art sake. From the 
historical point of view and my privileged meetings with some eminent 
persons, who expressed their view i could gather that there are reactions from 
artists community that the higher authorities do not exactly know whether the 
traditional art or post independent art of India is more suitable for shaping the 
cultural trends of our country , the opinion was also found that the rival 
school of thought should also be given equal chance to express themselves in 
their own way, the choice should be of the artists not of the so called 
caretakers of art. Art is not bounded by any tradition or culture, artist should 
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be freed for creation of anything and this should not be bonded with a 
'movement'. 
Though art of 'Progressive' movements bloomed individually but the 
unfortunate reality is that they never recognized the actual essence, 
reformation or progress was continued generation to generation but the gap of 
consolidated interaction and exchange of thought was the main cause of 
default of this volcanic movement. The result of accumulated movements and 
different views of artists confused the critic and society. 
In reference to the above discussion it may be concluded with the point 
that the 'identity' crises and lack of unity was the main drawback of the 
progressive art movement in Bengal. Today the school in itself has the 
position of such an antiquated group and it is difficult to finding modem critic 
appreciate it. The writers and artist of today looks at it with eyes trained for 
contemporary taste. 
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